MONUMENTA NIPPONICA MONOGRAPHS 

Edited by Sophia University 



The Lore 

of the Chinese ' Lute 




THE LORE 

OF THE CHINESE LUTE 



An essay 
in Ch’in Ideology 

by 

R. H. van Gulik, Pb. D. 

(i^ ^ 1®) 


V'^/'A. 


± 



Tpkyo 


Sophia University 

1940 


central ARCHAEOLOGiGAfe 
library, new DLuHL 

Am . No. 3 

Da«e, f ........ 

Qall N0...7-S.7.-..1 



All jdgEts .reserved. 

Priced W : Toppan4ii»at»u-kalbttsls*ki-kai«lia 

nrftlrwrt 


This essay is 

respectfully dedicated to the memory 
of my first teacher of the Lute 

* Yeh Shih-meng 


* 




(obiit 1937 aetate 74) 

and 

a great gentleman 



Preface 



‘ Although the tones of the Lute may be 
featured, when listefiing to them who shall 
be able to fathom their significance ? ’ 
From the poem Chiang-shang’-chang-clfin 
^Playing the Lute on the river' by 
the Sung scholar Ou'-yang Hsiu 

n-m, ch, L) 

This essay is an attempt to describe the cultural significance of a Chinese 
musical instrument, the seven-stringed Lute. Commonly called ku-cKin 

‘ the Lute of antiquity \ it was played tnore than two thousand years 
ago as it is still today. It is chiefly used as a solo instrument, producing a 
subdued and highly refined music. 

But rather than its imposing age or its charming tones, it was the unique 
place it holds in Chinese culture that prompted this study. For from a 
remote time the Lute was set apart as the inseparable companion of the literatus, 
that engaging combination of official, poet, painter and philosopher, till gra- 
dually it became in itself a symbol of literary life, with all of its elegant and 
tasteful pleasures. T he musical properties came to be accessory to the instrument 
as center of a special system of thought, an ideology fitly encompassing the 
eclectic tendencies characteristic of the old-fashioned Chinese scholar. 

Although it is with this ideology: its origin, development and final for- 
mulation, that the present essay is concerned, there must be frequent references 
to the music itself. The author, merely a dabbler in musical science, had to 
take into consideration various aspects of it, withal aware that he encroached 
upon ground more properly reserved for musicologists. Among these, the 
author would be most gratified to find readers, although he addresses himself 
primarily to orientalists, in the hope of drawing attention to one of the lesser 
known aspects of Chinese culture. Musicologists will discover here a veritable 
treasure house of ancient Chinese music in general, a rich source which 
might, with scientific analysis based on historical musicological principles, 
revolutionise the opinions on ancient Chinese music current now both east and 
west. This music of the Lute may truly and proudly call itself fai-ku- 
‘ tones bequeathed from high antiquity \ 



, It has.: seemed desirable to include a more or less exhausiim list and a 
critical discussion of the sources where these musicohgical materials are 
founds and it ts hoped that they may serve musicologists in the further study 
of problems which could he but briefly treated here. Then^. should one among 
them compile a complete handbook of Lute music^ the author woidd feel 
at least discharged of paH of the large debt he owes it. Many were the 
joys the Lute gave him. Old melodies enlivened zvemy summer evenings ^ and 
playing some light prelude often heartened him to attack again knotty pas- 
sages in many a musty Chinese volume. During the writing of the following pages 
about the ideology of the Lute., its music was an invariable inspiration. 

Here a few remarks may be added on the use of the word Lute ' as a" 
translation of the Chinese word ‘ chHn \ In selecting for oriental musi- 
cal instruments equivalents in a western language one must choose between 
those which would suggest the outer form, and others of closer cultural reference. 
In the former respect ‘ cither ’t would seem most appropriate for the ch'in, 
but because of the unique position it occupies in Chinese culture the author 
has preferred to follow the latter way, adopting the word which since 
olden times in the zvest has been associated with all that is artistic and refined, 
and sung by poets. Therefore ‘ chHn ' is translated ‘ Lute \ and the 
word ‘ cither ' is kept for such instruments as the si and cheng, the construction 
of which, in any case, comes nearer that of the western cither. 

The body of this essay appeared in four successive issues of the semi- 
annual periodical Monumenta Nipponica, published at Tokyo. The author 
wishes to express his gratitude, to the editor of that journal, through whose 
kindness it was made possible that this essay appears note in book form. 
Since part of it was printed from the moulds of the original type, it could not be 
made to answer to high typographical standards, mid while a fezv fnisprints 
could be corrected, many page references had to be cancelled. The reader is 
requested to refer frequently to the index, to which much care has been given. 

To the original two appendices, both bibliographical, there have been 
added two more. Appendix III, The Lute as an antique, is the revision of 
an article On three Antique Lutes, which appeared in the Transactions of 
the Astatic Society of Japan, second series, no. XVII. The uuthofs 
thanks are due to the Society for kind permission to i^eprint the illustrations 
that accompanied the said article. Appendix IV, The Chinese Lute in Japan, 
ts based upon an article entitled Chimse literary music and its introduction 

t/w English the tvord cither is rather loosely applied to various kinds of stringed 
instruments. I use it in the sense of the cither played in Tyrol and Austria: a flat, 
wooden sounding box, over which about thirty strings are strung. It is* played while lying 
on a fable, with both hands. 


into Japa% which was contributed to the commemoration volume offered 
Prof. Chozo Muto^ in 1937. Since the publication of these two studies a 
number of new materials have been founds necessitating a change in several 
of the statements made. Needless to say^ the present essay supersedes all 
the author'" s earlier publications on the subject. 

Finally^ the writer has been induced by friends to add a Chinese preface 
wherein he has tried to summarise the significance of the Lute. It is presented 
with diffidence^ in the knowledge that a westerners excursions into Chinese 
composition must remain forever hazardous. 

The author woidd have it understood that these pages are, most lite- 
rally, an essay : an approach to the subject, an attempt to describe it, nothing 
more. The field bemg almost untouched, its materials had to be collected 
in originali and one by one, sometimes more than a year passing by before a 
rare item was at last found in the dm corner of some Chinese or Japanese 
bookstore. The argument which grew with the investigation of these texts 
led by frequent, unmarked cross-roads where the best direction may not always 
have been chosen ; moreover, official duties preventing sustained application, 
it is feared that along the way not a few errors or misstatements have escaped 
detection. In the end the author presumes to claim only the credit attendant 
on an honest effort : original sources are quoted in full, and each translation is 
accompanied by the Chinese text. The aim was to lay the full materials 
before the reader, at once enabling him to trace mistakes and supplying him 
with guideposts to further research. 

Quite apart from scientific aspects, the description of beauty must always 
be an invidious undertaking, whether it be the beauty of form, thought, colour, 
or of tones. In endeavouring to write of things elusive as these one experiences 
perforce a feeling of frustratiofi ; one searches out words, only to realize 
their insufficiency to express the inexpressible. 

Yet the exercise is restful to the mind, bringing as it does the happy 
thought that however inadequate and imperfect the description of it, beauty 
itself is perfect and shall last forever. As the Sung scholar Su Tung-p"o 
says in his celebrated poetical essay on the Red Wall : ^ There remain only 
the clear breeze over the river, and the moon shining over the mountains. The 
ear catches the wind, and it is sound. The eye sees the moon, and it becomes 
colour. These things no one can forbid us to take in: they shall be forever 
with us, for they are part of the never exhausted fullness of the creation 

1 ) 


It was such considerations that influenced the author to publish this study, 
feeble though the effort be it represents ; for when his bones and these pages 
shall be mouldering, the wind will still rustle in the pines, and the rivulet 
murmur among mossgrown stones. And ultimately it may be said that 
perhaps the sole design of this essay was to show that Lute music in its 
simplest essence is the echo of these undying voices of living nature, 

% 

Inthe forty- first year of the Wan-li period^ A.D. 1613, the Ming scholar 
Lin Yu-lin published a book on stones and rocks,^ A year later^ he wrote a 
treatise on the Lute, in the introductory remarks to which he says : ' First I 
published a book on stones, in four chapters ; it distracted, my mind from the 
worries of daily life and made me dwell among jnists and coloured hazes, Now 
I follow it up with this Elegance of the Lute , . . For there exists a close 
harmony between stones and the silk strings. Ahoays when I sit confronting 
the many-hued rocks and fnountains, and play a tune on my antique Lute 
while the moon shines through the spreading pines, I feel greatly elated and 
my thoughts are borne away to unearthly regions. Therefore, having 
published my book on stones, I felt it incumbent upon me also to write this 
treatise on the Lute ’/) 

The present writer in 1938 published an essay on Chinese inkstones^. 
When now in 1939 he ventures to send forth this other on the Lute, he feels 
somewhat reassured, jiotimthstandmg its many shortcomings ; for he hopes 
that at least he adheres to the old approved principle of " treading in the 
footsteps of the ancients! 

Netherlands Legation R- H. van Giilik 

Tokyo, 22 Dec, 1939 


2 ) Su-yiian-shih.^pu by Lin Yu4in the original Ming edition is 

nozo very scarce. In 1924 a reprint was published by the Zuhon-sokankai 

at .. ' 

3 ) CFing4ienifang-chlin-ya cf. Appendix 11, no. 6. 

5 ) Mi Fu on Inkstones, puhl. by The French Bookstore, Peking 1938, 
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CHAPTER THE FIRST 


INTRODUCTION 

Characteristics of Lute music — ^Twofold function of the Lute : or- 
chestral and solo instrument — ^The solo Lute the special instrument 
of the literary class — Description of the Lute, and of the way it is 
played — Origin and development of the Lute and Se — Place of the 
Lute and Lute music in Chinese cultural life — ^Lute music in Japan. 

The music of the ancient Lute as a solo instrument is widely different 
from all other sorts of Chinese music : it stands entirely alone, both in 
its character and in the important place it occupies in the life of the 
literary class. 

It is easier to describe this music in negative than in positive terms. 
It may be stated at once that it is not like that of any of the better known 
stringed instruments to be found in present-day China, as, for instance, 
the two-stringed violin irh-hu or the four-stringed mandoline p'i- 
p^a or the Moon guitar yueh^cKin The music of these instru- 
ments being highly melodical, it can be appreciated by anyone who pos- 
sesses some capacity for musical adaptation. At first hearing their music 
may seem a little strange, but the ear soon adjusts itself to the quaint 
chords and unusual movements, and this music is easily understood. 

The Lute, on the contrary, is not so easy to appreciate, chiefly 
because its music is not primarily melodical. Its beauty lies not so much 
in the succession of notes as in each separate note in itself. ' Painting 
with sounds ’ might be a way to describe its essential quality. 

Each note is an entity in itself, calculated to evoke in the mind of the 
hearer a special reaction. The timbre being thus of the utmost impor- 
tance, there are very great possibilities of modifying the colouring of 
one and the same tone. In order to understand and appreciate this 
music, the ear must learn to distinguish subtle nuances : the same note, 
produced on a different string, has a different colour ; the same string, 
when pulled by the fore finger or the middle finger of the right hand, 
has a different timbre. The technique by which these variations in tim- 
bre are effected is extremely complicated : of the vibrato alone there 
exist no less than 26 varieties. The impression made by one note is 
followed by another, still another. There is thus a compelling, inevitable 
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suggestion of a mood, an atmosphere, which impresses upon the hearer 

the sentiment that inspired the composer. 

Playing the Lute is therefore entirely a question of touch, necessi- 
tating complete mastery of the finger technique of both hands.« This 
is the reason why it takes a fairly long time before one can play the Lute. 
Anyone with an'ear for music may, in a month or so, become a tolerably 
efficient performer on the 6rh-hu, or, in a few months, on tne p i-p a,. 
But studying the Lute is like playing the violin or piano : it takes years 
of assiduous and regular practice. The results, however, reward the la- 
bour, as the best of China’s past has found its expression in the music 

of the Lute. ... . , ■ r 

The origins of the Lute and Lute music lie hidden in the mist of 

China’s remotest past. 

According to literary tradition, from the most ancient times the Lute 
had two essentially different functions. In the first place it was a part 
of the orchestra, played at ceremonies in the ancestral temple and on 
other solemn occasions, and further at banquets, for entertaining guests. 
On the other hand the Lute in itself was used as a solo-instrument by the 
individual player, for his own enjoyment and whenever he liked. 

It is in this twofold function that the Lute occurs through all the 
dynasties, up to the present day. 

The orchestral Lute is essentially the same as the solo instrument, 
the only difference being in the way it is played. Whilst the music of 
the solo Lute, as I pointed out above, is exceedingly complicated, the 
technique of the orchestral Lute is veiy simple, the left hand being hardly 
used at all. In the orchestra for Confucian ceremonies six Lutes are 
used, three on the left and three on the right. As its sounds are low, 
its music is drowned in the din of the percussion instruments, and plac- 
ing the Lute in the ceremonial orchestra is not a very gratifying task. 
According to a dissertation on music dating from the Sung period,-^ 
there existed, however, during the Chou dynasty other orchestras, where 
the Lute played a more prominent part; thus the court music called 
t'ang-shang-yiieh consisted chiefly of chant, accompanied by string- 

ed instruments. In this orchestra there were 48 singers, accompanied 
by, inter alia, 12 Lutes. Still in Chinese books on music, and in literature 
generally, the orchestral Lute is only occasionally mentioned, and is not 
distinguished especially among the other instruments of the orchestra. 

1) Cf. Wu-cMh-chai-ch’in-pu (Appendix II, 14), ch. 1, p. 63 : 

, 2) Yileh-shu by Ch’fin Yang fMM Hth century, ch. 130. 


The solo Lute, however, has been fixed by tradition as the special 
instrument of the litei'ary class, and as such since time immemorial has 
enjoyed a privileged position. The solo Lute is called the ‘ Instrument 
of the Holy Kings ' its music ‘ Tones bequeathed by High Anti- 

quity ’ 

Father Amiot, whose treatise on Chinese music was published in 
1780, w^as much impressed by the deep significance which the Chinese 
literati attached to the Lute. He says : ‘ In short, the Chinese say that 
the construction of the Lute, its shape, everything about it is doctrine, 
everything expresses a special meaning or symbolism. They add that 
the sounds it produces disperse the darkness of the mind, and calm the 
passions ; but in order to obtain these precious benefits from it, one 
must be an advanced student of wisdom. Only sages should touch the 
Lute : ordinary people must content themselves with contemplating it 
in deep silence and wdth the greatest respect," And in a note he adds : 
‘ Our Emperor (i.e. Ch’ien-lung, 1736-1795) himself has several times 
consented to be painted in the attitude of a man profoundly absorbed in 
playing the instrument that in his Empire is considered as belonging by 
right to those whose studies are concentrated on literature and wisdom."^^ 

Around the solo Lute has gathered a rich and varied lore, which 
has given rise to a special class of literature. It is this system of thought 
that surrounds the Lute, this chhn ideology, that forms the subject of 
these pages. Therefore the orchestral Lute is mentioned only for the 
sake of comparison, and especially when discussing historical problems, 
where the orchestral and the solo Lute must be considered together. 
Before touching these questions regarding the history of the Lute I will 
first give here a short description of the instrument itself, and of the way 
in which it is played. 

According to literary tradition the Lute has undergone hardly any 
changes during the period of more than two thousand years when it was 


3) Cf. Mtooires concernant les Chinois, vol. VI, Memoir es sur la Mudque des Chi- 
nois tayit anciens que modernes, p. 56-57 : . . . en un mot, la construction du Kin, sa forme, 
disent les Chinois, tout en lui est doctrine, tout y est representation ou symbole. Les 
sons qu’on en tire, ajoutent-ils, dissipent les tenebres de Fentendement, & rendent le 
calme aux passions ; mais pour en recueillir ces pr^cieux fruits, il faut etre avance dans 
r^tude de la sagesse. Les seuls sages doivent toucher le Kin, les personnes ordinaires 
doivent se contenter de le regarder dans un profond silence h avec le plus grand respect*. 
P. 58, footnote : ‘ Notre Empereur lui-meme n*a pas dedaigne de se faire peindre plu- 
sieurs fois dans Fattitude d’un homme profond^ment occupe a tirer des sons d’un in- 
strument, qui passe dans son Empire pour etre devolu de droit a ceux qui font leur 
principaie etude de la litterature & de la sagesse *. 
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the favourite instrument of ' the literary class. The only fact that all 
sources agree upon is that the number of strings was originally, ive, 
representing the' five tones of the Chinese pentatonic gamut. Lately 
two more strings, giving' two halftones were added, bringing the num,ber 
of strings up to seven ; this modification's said to have been introduced 
in the Chou period. 

The body of the Lute, which functions as sounding-box, consists of 
two boards of a special kind of wood, superimposed one upon the other 
(cf. iliustr. I). The upper part, made of fung wood, is concave, while 
the lower part, made of tzti wood is flat, with two openings for trans- 
mitting the sound. Over this sounding box the seven silk strings are 
strung. They are all of different thicknesses : that farthest from the 
player and giving the lowest tone is the thickest, while that nearest the 
player and giving the highest tone is the thinnest of all. On the left the 
strings, in two groups of three and four, are fastened to two wooden 
knobs driven into the bottom board. On the right side each string ends 
in a peculiar knot. It passes through a loop of silk, which can be twisted 
by turning a tuning peg made of wood, ivory or jade. The knot prevents 
the string from slipping when it is tuned by twisting the loop. On the 
right side, where the loops pass through holes in the body of the sound- 
ing box, a bridge is set up, made of a special kind of hard wood (usually 
red sandal wood, tzu-fan glued to the upper board. A little to the 
left of this bridge the fingers of the right hand, except the little finger, 
pull the strings. The four fingers of the left hand stop the strings at 
various places, the hand being guided by thirteen studs made of some 
precious metal or of mother-of-pearl, and embedded in the varnish along 
the front side of the sounding box. In playing the performer lays the 
Lute on a special table, so that the side where the tuning pegs are is at 
his right. He sits on a comparatively high seat, preferably without el- 
bow rests, since these might interfere with the free movement of the arms 
(cf. ill. III). 

As to the method of playing, I have already pointed out above that 
the timbre of a note, and therefore the finger technique, is of the highest 
importance. This appears clearly from the way in which Lute music 
is noted down. The Lute has a peculiar system of notation of its own, 
the most striking feature being that no notes are indicated, but only the 
way a string is played. Each note is thus represented indirectly by a 
complicated symbol, consisting of a combination of abbreviated Chinese 
characters, which indicate precisely (a) the string to be played, (b) with 
regard to the right hand, which finger should pull the string, inwards or 






Bottom board of the same Lute. Note the two 

apertures for transmitting the sound, and the 

silk loops hanging down, coming out of the 
tuning pegs. Name (covered by the silk loops) 
Wu-mine ; seal : Chi-i-chai-chi 
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outwards ; and (c) with regard to the left hand, which finger should touch 
the string, at what place and in what way. This systeni of notation^ for 
which more than two hundred special signs are used, is called chien-tzu 

' abbreviated characters.' Literary sources are vague as to the date 
of its invention, but it seems to go back at least to the first centuries A.D. 
For a description of the chien^-tzu cf. below, chapter V, section 3, Symbolism 
of the Finger technique. 

At first sight this notation seems complicated and confusing, but 
after a little practice it becomes quite easy to use it. Besides, since it 
is so explicit in its directions, after this system came into use Lute 
music could during many centuries be transmitted with a fair amount 
of accuracy. 

Literary tradition asserts that the original function of the Lute was 
as a solo instrument : as such it was played by its inventor, one of the 
ancient Chinese mythical Emperors, said to have ruled in or about the 
third millennium B. C. Some sources say it was the Emperor Fu-hsi^^ 
others Sh€n-nung,^^ others Shun.^^ 

We may leave aside the question which claim for priority is justi- 
fied ; in any case literary tradition asserts that the Lute in general is 
a very ancient Chinese instrument, existing [already in the beginning 
of the Shang period, for which the dates 1766-1122 B. C. are given. 

But when we investigate reliable documents of this ancient period, 
such as inscriptions on fragments of oracle bones and tortoise-shell, 
and on bronze sacrificial vessels, the truth of this tradition regarding 
the high age of the Lute appears very questionable. 

An investigation of these ancient documents seems to point to the 
fact that the earliest Chinese music consisted chiefly of percussion in- 
struments, like drums, bells and sonorous stonesJ^ The character for 
music itself, yileh suggests a wooden standard with bells or drums 
attached to it.®^ The next stage seems to have been the addition of 

4) Ct Ch^n-tsao (Appendix 11, 1), opening line : ‘Formerly Fu-hsi made the 

■Lute* •, 

5) Feng-‘Sii-f img4y see below, p. 71. 

6) Cf. Li-chi, Yueh-chi, see below, in ch. 11 : ‘ In ancient times Shun made 
the five-stringed Liite ’ 

7) The fact that the character ku occurring frequently in inscriptions on oracle 

bones and representing a drum beaten by a stick, has the general meaning of producing 
music cf. Chou4iyCh. 23, commentary), also points to the priority of percussion 

instruments. From ancient times to the present day this word ku is used for ‘ playing 
the Lute % WM expressions like tan-cWin WW and charig-cKin MW are of later date. 

8) Cf. illustration V, No, 23, the character yiieh as it appears on oracle-bones, 
and No. 24, as it appears in the small seal script. 


bamboo flutes. In the Book of Odes, Shih-cMng there is preserved 
an interesting hymn, called No describing music, and which is attri- 
buted to the Shang period; various kinds of drums, sonorous stones and 
flutes are mentioned, but not a single stringed instrument. I have 
looked through several works on inscriptions on bone and tortoise shell, 
consulting also the convenient index Chia-ku-wen-pien published 

in 1934 by Sun Hai-po I have not yet found any indication 

of the existence of a stringed instrument, while there are numerous re- 
ferences to bells, drums and sonorous stones. 



Figure IV. The sS, ancient cither with 25 strings. 


The old trustworthy references to the Lute occur in other songs 
of the Book of Odes, e.g. Lti-ming, Hlnj. which is ascribed to the Western 
Chou period (B,C. 1122-770). It is a 'festal ode, sung at entertainments 
to the king’s ministers, and guests from the feudal states’ (Legge). The 
host says : ‘ I have elegant guests, the se is played, the reed-organ is blown’ 
; and in the third strophe : ‘ I have elegant guests, the 
is played, the Lute is played ’ The ode Kiian-chii mil (the 

first ode of the Shih-ching) describes the music played at the home coming 
of a bride : here ch’in and se are mentioned, next to bells and drums: 

Another ode, Ch'ang-ti uses the harmony of Lute 
and se being played together as a symboP> : ' Happy union with wife 
and children is like the music of ch’in and se ’ (Legge, 

II, 1, Ode IV). 

Here the Lute is mentioned together with the other ancient stringed 
instrument, the se. In literature the Lute is nearly always connected 


9) By allusion to this line the harmony of the ch’in and se is used in later literature 
as a fixed symbol for conjugal love, C£ expressions like chHn-se-chih-hsien 
' husband and wife ch'in->sS-pu--hsieh^ ‘ conjugal discord etc. 


with the se, chHn-si being in constant use.^®^ 

For the purpose of historical investigation it is impossible to consider 
the Lute apart from the se. I will therefore give here a brief description 
of this other stringed instrument of antiquity. 

The se is considerably bigger than the Lute, but much simpler in 
construction. It has 25 strings, all of equal length and thickness. 
Each string runs over a separate, moveable bridge, the tuning being adjust- 
ed by pushing this bridge to the left or to the right. When all strings 
are tuned, the moveable bridges are seen to run in an oblique row over 
the surface of the instrument, a figure which is compared with a flight 
of wild geese The se is played with both hands, touching the strings 

two at a time to the right of the bridges. As it is a heavy and rather 
unwieldy instrument, it is placed on a couple of low trestles (cf. ill. IV). 

During the latter half of the Chou dynasty, next to their orchestral 
function, both ch’in and se were played as solo instruments. This is 
shown by numerous passages in the older literature. Prince Hsiang 
571-540 B.C.) had the Lute taught to his favorite concubine (cf. 
CKun-cKiu, ed. Couvreur, Book IX, 14th year). Confucius also is said to 
have played the Lute {Chuang-tzu ch. 31 Yu-fu ; Chia-yii 
ch. 15, ch. 35), as well as the sS {Lun-yu Hif, Book XVII, ch. XX, 1). 
Two of his disciples, Tzu-lu and TsSng Tien are mentioned as s^ players 
(Tzu-lu : Lun-yu, Book XI, ch. XIV, 1 ; Tseng Tien : ibid.. Book XI, 
ch, XXV, 7). Further the Book of Rites Li-chi HiB refers repeatedly 
to the Lute and se as solo instruments: they may not be played by a 
man whose parents are ill (Ed. Couvreur, I, I, 4) ; one should not step 
over a Lute or se belonging to one’s master (I, I, 3) ; an official should 
always have both instruments near at hand (I, II, 1), etc. 

10) Purposely I have left out of consideration here the passage of the Book of 
History {Shu-chmg ch. I -chi where the Lute and se are mentioned. Here 

the music master K’uei (in some later texts exalted as the creator of all music) praises 
the power of the music directed by him : ‘ K*uei said : When the sounding stone is 
tapped or strongly struck ; when the Lutes (i.e. ch*in and sS) are swept or gently touched 
to accompany the singing : the (imperial) progenitors come to the service, etc.’ (Legge, 
Book of History p. 87 The fortunes of the text 

of the Shu-ching are well-known (cf. P. Pelliot, Le Chou-tching en caracteres anciens 
et le Chang-chou-che-wen, in : M^moires concernant I’Asie Orientale, IL Paris 1816). 
Although the chapter I -chi belongs to the so-called ‘ text in modern writing,’ which 
■was noted down by Fu Sheng shortly after the burning of the books in 213 B.C., the 
text shows evident signs of having been remodelled by later scholars. We must re- 
member that inscriptions on oracle bones show that the ancient ceremonial orchestra 
was much simpler than one would conclude from this passage. I suspect that it was 
mixed up somehow or other with the next one : * K’uei said : Oh I when I strike the 
stone or tap the stone, all kinds of animals lead on one another to gambol, etc.^Hl^f- 
Perhaps the former longer passage is an elaboration of this shorter 
second one, which mentions only sonorous stones, and bears a more archaic character. 


The Lore of the Chinese Lute 


Already during the Chou dynasty the Lute seems to have been pre- 
ferred to the sS for serious music. Many references are made to famous 
masters of the Lute (e.g. in Chuang-tzu : Chao Wen in Lieh-tzu : Ku 
Pa -ME, Master Wen Master Hsiang Po-ya im^) whilst the se is 
mentioned only occasionally. Beginning with the Han period the se as 
solo instrument is hardly mentioned at all. It is said that the Han 
Emperor Kao-tsu (gli., 206-195 B.C.) had two concubines, T’ang-shan 
fu-jen and Chh fu-jen who were both experts on the s8, but 

other references are rare. 

That the sS as a solo instrument fell into disuse is probably due 
to the rise of a new instrument, the cMng in construction not unlike 
the se, but smaller and much easier to handle. The cheng is said to have 
been invented by Meng T*ien(^ig, died 210 B.C.), who is also credited 
with the invention of the Chinese writing brush. 

Chinese sources^^^ assert that the tradition of the se as a solo instru- 
ment was entirely forgotten from the Eastern Chin period (3tW) 317- 
420 A.D.) Later efforts at reviving the solo se appear to have been more 
or less of an archaeological nature : the famous musician and poet of the 
12th century Chiang K’uei studied the se, and during the Yiian dy- 
nasty (1280-1368) the scholar Hsiung P'eng-Iai composed a Se-pu 

. Only in comparatively recent times have serious efforts been made 
to reconstruct the methods of playing the se as a solo instrument or to- 
gether with the Lute.^2^ 

11) E.g. the preface to the Si-pu by Hsiung P’^ng-iai. 

12) At Canton there was published in 1870 a Ch'm-si-ko-pu ' Handbook 

for playing ch^in and se together’, written by the scholar Ch’ing Jui st^’le Hui- 

shan ilijif). Having studied the Lute for several years, he became interested in the se, 
but could find nobody to teach him this instrument. Then he set to work with the hand- 
book of Hsiung P’^ng-Iai (see above), but came to the conclusion that Hsiung’s method 
was not in accordance with the rules of ancient music. As his wife, a lady called. Li 
Chih-hsien was an able musician, he made her accompany on the se his Lute 

playing, and on the basis of these experiments he fixed a tuning for the se, and composed 
the notation for eight old melodies, set to be played by the Lute, accompanied by the se ; 
these tunes are published in his handbook. I have tried out his system, using instead 
of the se a so-called fu-ch'in #1*^, a variant of the cheng used in Kiangsu province, 
w'hicli is exactly the same as the small sd 15 strings), but easier to handle since 

it has tuning pegs. I find that he aims at a complete unison effect, each note of the 
ch’in being the same as the corresponding note on the se. Pie introduces a vibrato for 
the se, to be effected by pressing down a string left to the bridge, as is done while play- 
ing the Japanese koto. The results of his method are not very interesting. Wlien 
unisono is aimed at, it is much better to play a ch’in duo, as is often done by Chinese Lure 
players. Moreover I doubt very much whether Ch’ing’s method gives any idea of the 
way the se was played in ancient days. 

In 1838 Ch’iu Chih-lu ; his biography is to be found in Kuo-ch^m-ch^i- 
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Whilst the s8 as a solo instrument fell hito oblivion at an early date^ 
the Lute, on the contrary, has firmly maintained its postion as a solo in- 
strument during more than two thousand years — up to the present day. 

Now we can return to the problem, touched upon above, of the 
origin of the Lute. Although, as I pointed out, stringed instruments 
appear to have come into use later than instruments of percussion and 
flutes, still the origin of the Lute dates from ancient times, let us say 
from the latter part of the Shang d 5 masty, about 1400 B.C. For investi- 
gating this question literary data are insufficient ; besides such data 
are misleading because they were artificially made to conform to the li- 
terary tradition of the Confucianist school of thought. 

The only method for obtaining at least some vague idea about the 
oldest history of the Lute, is, as far as I can see, to leave literary tradi- 
tion aside, and to concentrate upon palaeographical data, comparing the 
various old forms of the two characters used to represent ch’in and se, 
which in the modern script are ^ and 

In their modern form both characters are composed of an upper and 
a lower part. They both have the upper part in common ; this element 
is explained as pictorial. The lower parts 4* and are explained as 
phonetics. 

These modern forms are derived from the shapes the characters 
show in the 'small’ seal script (hsiao-chuan /jv^) ; these forms I re- 
produce on figure V, No. 1 : ch’in, No. 2: s8. The small seal was 
drawn up in 213 B.C. by Li Ssu the minister of the First Emperor, 
Ch’in-shih-huang-ti, notorious for his burning of the books.^^^ About 

hsien4ei'-ching ch. 422) published a book called Lii-yin-wei-k" ao 

in which he tries to fix the orchestral music for a great number of ancient ceremonial 
songs. He devotes a detailed discussion to the s6, which had an important function in 
the ceremonial music at district feasts and archery contests (cf. I4i ch. Hsiang- 
sh^-li His observations are based on a careful investigation of the correct 

dimensions and tunings of instruments according to the standards of the Chou period. 

In 1923 Yang Tsung-chi published a ChHu-s^-’ho-pu as a part of his 

ChHn-hsileh~t$'ung^shu (cf. Appendix II, 7) ; he examines various systems for playing 
and tuning the se, and gives, with annotations, some tunes to be played by a duo of Lute 
and se. I regret that having no se in my collection, and my spare time in which to pursue 
these studies being limited, I have not yet had any chance to verify the theories set forth 
in the latter two books. It is not sufficient to work out the theories of the authors ; 
one should make practical experiments. Wliat looks perfectly all right on paper often 
proves to be quite wrong when applied in practice. As both books are the results of 
serious studies, I recommend them for a closer investigation, 

13) An excellent critical summary of occidental discussions of the old forms of the 
Chinese script is to be found in Geschichte des Chinesischen Reiches^ voL III, p. 

137-138 ; cf, also the recent publication by D. Bodde, China's First Unifier (Leyden 
1938), the chapter on the unification of writing. 
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100 A*D. these characters were collected and recorded by the famous 
scholar Hsii Chen ff-R, in his epoch-making dictionary Shuo-wen 
Although Li Ssu took as his basis the old characters which he found, 
he modified them to a considerable degree, so that this writing, as 
Karlgren observes, ‘ to a very large extent was an entirely new script 
The Shuo- wen again is separated by more than 300 years from the time 
of Li Ssu, and during that interval several modifications were introduced, 
as is shown by the study of inscriptions on stone from the early Han period. 
During later dynasties the Shuo-^win was published in numerous editions, 
and lengthy commentaries were added, the standard one being the edi- 
tion by Tuan Yii-tsai style : Jo-ying 1735-1815), 

The rudimentary text of Hsii Ch^n was faithfully reprinted, but 
with regard to the reproduction of the sealscript various editors intro- 
duced all sorts of modifications mostly motivated by calligraphic consi- 
derations.^^^ We must not forget that the sealscript became a branch 
of calligraphy, and that consequently several styles for writing these 
characters exist. Thus there are hardly any two editions of the Shuo- 
win which give exactly the same seal form of a character. For this 
reason I have reproduced five different forms of the character ch’in (ill. 
V, No. 3-7), taken from various editions. As will be seen from these, 
however, the essential parts of the character were in this case left un- 
changed. 

In the Shuo-wen the character for chhn is made into a separate 
heading, and also the character for s6 is classified thereunder. 

Chinese palaeographers have gone to much trouble to explain these 
Shuo-wen forms. Generally they are of the opinion that the character 
for (No. 2) is a derivation from that for chhn (No. 1). As regards No. 
1, the consensus of opinion is that it must be taken as a pictorial ideo- 
graph, representing the shape of the Lute. A work of the Ming period, 
the Liu-shu-chtng-yun preface dated 1567, says that this picture 

is made after the head of the Lute, seen from the side, showing the tun- 
ing pegs and the two knobs for fastening the strings ; it follows the head- 
ing chio a, two jade tablets, because the tuning pegs were made of jade. 


14) B. Karlgren, Analytic Dictionary of Chinese and Sino-Japanese, p, 3. 

15) Therefore for Chinese palaeographic studies it is advisable to consult as many 

different editions of the Shuo-w^n as one can lay hands on. The labour involved is much 
reduced by the monumental work of Ting Fu-pao the Shuo^wen~hsieh-‘tzil-ku-‘ 

lin pubi. Shanghai 1928 ; here under each character choice passages 

culled from 182 works on the Shuo-wdn are reproduced in facsimile, permitting the rea- 
der to make comparisons and draw his own conclusions. 
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A work of the Ch'ing period, the Shuo-win-hsieh-tzu-cUen \^SM^^^ 2 , 
by Hsii Ching gives the' form shown in No. 4, and adds the remark 
that it is easy to see in this character a picture of the Lute seen from 
above: one has only to pull it out lengthwise! These are but mild 
examples. The Chhng scholar Wang Chiin in Ms Shuo-win-shih4i 
pubL 1844, goes into more detail, and says that the picture w^as 
drawn after the bottom of the Lute. The curved line represents the 
shoulders of the Lute, the two lowest strokes of cMo stand for the two 
knobs, the two perpendicular strokes represent the strings fastened to 
the knobs, and the four upper horizontal strokes stand, mimhile dictti^ 
for the bridge which is seen on the upper side of the Lute. Other scho- 
lars again think that chio must be taken as a signific, meaning something 
precious, and indicating that the Lute is a precious instrument. Still 
others think that chio must be taken in its literal sense of Tablets of jade': 
the curved line is a cord on which they are suspended. They assume 
that the Lute originally was a percussion instrument, something like the 
present day pa-ta4a an instrument introduced from Burma 

(cf. Ch''mg-hui4ien-fu This interpretation is followed by Taka- 

ta ]t5EEl in his Kochuken who therefore does not give the character 

a separate heading but classifies it under jz/ 'jadek Wieger, in his 
Caracteres Chinois, p, 216, gives the same explanation. 

I have quoted the above opinions to show that such speculations, 
being based entirely on the small seal characters, are valueless. In order 
to be able to make more likely guesses we have to go farther back than the 
small seal, and refer to the older forms, known by the convenient Chinese 
term ku-wen -SS:, ‘ ancient shapes k Ku-w§n stands for all the old forms 
of characters dating from before Li Ssu’s reorganisation of writing. They 
are taken from sacrificial vessels of the Chou period, inscriptions on bone, 
and various other archaeological remains. 

No. 8 and 9 reproduce two ku-wen forms of the character for cMin ; 
the style of the strokes of No. 8 points to its being taken from an inscrip- 
tion on bronze. The upper part of these two characters shows clearly that 
the element later written as s, has nothing at all to do with jade, but 
forms part of an independent pictorial element. The lower part chin is 
the phonetic. These two forms given here are apparently the prototype 
of the two variants of the modern character for ch'in, given in current 
editions of K' ang-hsi-^tzu-tien (cf. No. 10, 11). If we compare 

No. 8 and 9 with No. 13, which is another old form, I think we may agree 
with many commentators on the Shuo-wen, who assert that this form No. 
13 is a simplification {sMng-wSn of the complete type reproduced 
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m No. 8 and 9 : of the phonetic chin ^ only the upper part is taken overj 
which looks liktjen A- In the //-script of the Han period this char- 
acter was still further simplified by writing the element A uot under, but 
over, the pictorial element ; cf. No, 12, form taken from an inscription 
on the tombstone of the Lute player Lu Chiin (#i^, died 172 A.D.). This 
is the form we recognize in the small seal character from which we started, 
reproduced in No. 1. Some scribe felt it necessary to add again a com- 
plete phonetic element, and chose as an abbreviation for ^ being 
originally the phonetic element of the character ^ ; for this modifica- 
tion there are many paralels, e.g. later written This is the type 
shown in the modern character 

When we turn now to the character for se, we observe that in the 
small seal (cf. ill. IV, No. 2) the character for se is derived directly from 
the character for ch’in, by adding to the pictorial element a phonetic that 
later scribes represented as : that this representation is very arbitrary 
is evident from phonetic reasons. How this phonetic element is con- 
structed is difficult to say, as its seal form, which is taken over from the 
ku-w6n script, cannot be identified with other phonetics. That it was 
a phonetic and not a pictorial element becomes evident when we turn to 
the ku-wen forms of the character for s^, reproduced in No. 14, IS and 16 
(17 and 18 are the forms as printed in current editions of K’ang-hsi-tzu- 
tien) : here the phonetic element is missing, and we see only a figure 
which can hardly be anything else than a pictorial representation. Now 
if we compare this ku-wen form for se, No. 14-16, with the ku-w^n form 
for chhn, No. 8, 9 we find that the ku-wSn for s6 is exactly the same 
as the upper, pictorial part of the ku-wen character for ch’in. 

Thus, while from the small seal forms of both characters we would 
assume that se was a derivation from ch’in (‘ an instrument not unlike the 

ch’in, and called s6 ’), from the ku-wen, on the contrary, we would con- | 

elude that ch’in was derived from sS (‘ an instrument not unlike the se, | 

but called ch’in’). To make the problem still more complicated we. " 

also find ku-wen forms for se, which show under the pictorial element | 

the enigmatic phonetic which we find in the small seal (cf. No. 19, 20). 

Chinese commentators go not farther than to state that apparently in i 

ancient times there existed a constant interchange between the two char- 
acters. 

In my opinion we can go one step further : this interchange of the 
forms for ch’in and se admits of but one conclusion, viz. that originally 
there was but one character, resembling the upper part of the ku-wen 
forms of ch’in (and occasionally of se). which was neither ch’in nor s^, 
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but some archaic Chiaese stringed musical instrument. This instru- 
ment was used together with the drums, bells, sonorous stones and flutes 
of the ritual orchestra, and also as a solo instrument. From a musical 
point of view these two functions are essentially different : whilst the 
orchestral instrument had only to produce music that was simple, but of 
strong volume (not to be drowned by the loud sounds of the percussion 
instruments), the solo instrument on the contrary was meant to be play- 
ed alone, or as an accompaniment for the human voice. Thus it was not 
necessary that the solo instrument should produce a great volume of 
sound, but on the other hand it had to answer much more complicated 
musical needs. The orchestral and the solo instrument thus followed 
different ways of evolution : while the orchestral instrument remained 
almost unchanged, the solo instrument was gradually more and more 
developed in a technical sense. After some lapse of time the difference 
between the orchestral and the solo varieties of this instrument became so 
great that the necessity was felt for a distinctive nomenclature. This 
having been established, the pictorial character was not sufficient for 
indicating which instrument was meant, so phonetics were added. That 
this was done so irregularly must be due to the scribes, who no longer 
knew that both characters were originally the same, and considered one a 
derivation of the other. 

Finally there remains the question of how the pictorial character 
that represented the archaic instrument was constructed. On the basis 
of my experience with several Lute-like oriental instruments I may re- 
mark that the most striking aspect of such an oblong stringed instrument 
in a picture is to draw some horizontal lines indicating the strings, and 
cross these by some vertical lines indicating some sort of bridges, finally 
adding some element expressing the action of playing, or a stand to lay 
the instrument on. On the basis of this reasoning I drew the entirely 


16) It seems probable that the thirteen hui are remnants of vertical lines, or pos- 
sibly bridges. An old quotation, cited by Ch’en Yang (MWh Sung period) in his Ch*in- 
sMng-ching<vei seems to point in this direction ; ‘ The Ancients said about 

the tones of the Lute, that they are divided into vertical and horizontal sounds ^ 

The seven strings pulled with the right hand only give the * vertical * tones wei, 
literally woof)^ and the tones produced when the left hand presses a string down on the 
place indicated by one of the hui while the right hand pulls it, are called ‘ horizontal ’ 
ching, literally warp). These terms could refer to the fact that the archaic Lute 
offered an image resembling the texture of a woven fabric, the seven strings being 
crossed vertically by thirteen lines or some sort of bridges. It might be worth while 
to investigate historically the terms for the thirteen studs and IDg, together with 
this word . Phonetically all three belong together. 


hypothetical character reproduced in No. 21. This hypothetical char- 
acter may be compared with an old form of the character chhn (No. 22) 
recorded in the Fu-ku-pien by the scholar Chang Yu of the 

Sung dynasty. One might explain by technical reasons the fact that the 
horizontal lines are cut up, and the vertical lines stressed, it being easier 
to engrave a long vertical line than a horizontal one, as anybody knows 
who has tried his hand at carving Chinese seals. 

The above digression on the oldest history of ch’in and se is not 
more than a hypothesis. The only advantage it has over other explana- 
tions is that it seems less far fetched and a little more logical. Yet it has 
often appeared that historical truth runs counter to all logic, and explana- 
tions that seem far fetched sometimes prove to be true ones. So I give 
this hypothesis here for what it is worth : only one of many possibilities. 

There remains one remark to be added. In the above discussions 
I have relied exclusively on the pictorial element of the ancient script, 
leaving the phonetic side of the question untouched. Though agreeing 
with the opinion that the study of Chinese epigfaphical problems in 
general must include also the phonetic aspect, in this particular case I 
have refrained from doing so, since here it seems unlikely that it could 
shed some more light on the oldest history of Lute and se. For the sake 
of convenience I have used throughout my discussion the names of both 
these instruments as they are at present pronounced in Peking. But 
in ancient Chinese ch’in must have been pronounced something like 
and s^ something like shiet, 

^ 

Finally I have to add a few words on the place occupied by the Lute 
in the daily life of the Chinese. 

The Lute has never been an instrument of the multitude, both 
theoretical and practical factors preventing it from ever becoming popu- 
lar. The theoretical factor I have already referred to above in the quo- 
tation from Father Amiot : the Lute was reserved for a small class, its 
study ‘ belonging by right to those whose studies are concentrated on lite- 
rature and wisdom,' i.e. the literati. And this does not only apply to 

17) Recently again stressed by P. Boodberg in his important article Remarks on 
the evolution of Archaic Chinese (E[ar\''ard Journal of Asiatic Studies, Vol. 11, p. 329). 
With regard to ch’in and se I would draw attention to the fact that since ancient 
times both words have been combined with an explanatory character, which at the 
same time roughly indicates their pronunciation, viz. ch’in is coupled with chin ^ 
* restraining', and se with se meaning ‘ sparing*. Old literature gives many of 
these couples, like “"i* and ftk, and and #, and It might be worth 

while to make a list of such couples, and investigate them phonetically. 
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the Ch^ien-Iung period (1736-1795), during which the learned Father was 
writing, but also to the two thousand years preceding. Among the 
practical factors I may mention the paucity of competent teachers, the 
difficulty of the technique, the high price and the rarity of good instru- 
ments. So the Lute remained reserved for the small circle of the happy 
few, an exquisite treasure jealously guarded by the literati. 

The Lute is one of the indispensable paraphernalia of the library of 
the Chinese scholar. In a country like China, where literature is held 
in so high an esteem, and where until recent years (1905) the only way to 
an official position was through the gate of the literary examinations, the 
library has a deeper meaning than anywhere else. It was the sanctum 
where the literatus passed the greater part of his life, writing and read- 
ing, firmly convinced that the outer world could give nothing that 
was not to be found described and analysed in choice language in the 
many volumes that were piled upon the shelves around him. The say- 
ing of the Tao-te-ching ‘ Without going outdoors I know the world, 
without looking out of the window I see the Way of Heaven ’ (op. cit. 
ch. 47) might well be written as a motto over the door of each Chinese 
library. 

In the course of time there was formed a fixed tradition regarding the 
library, which minutely described the things a literatus should always 
have near at hand. On his desk should lie the inkslab, a stick of ink on 
a special stand, a vase containing some thoughtfully chosen and well 
arranged flowers, an antique vessel to wash his writing brushes, a stand 
to lay the wet brush on, paper weights, seals etc. On a small table there 
should be a chess board, and on another an incense burner. In ail avail- 
able corners bookstands should be arranged, while the remaining parts 
of the walls should be covered with scrolls showing graceful lines of 
characters or a famous painting. And in a dry corner, far from the win- 
dow and not reached by the rays of the sun, there should be hanging one 
or more Lutes. 

The Lute, symbol of literary life, enhances by its very presence 
the special atmosphere of the library, and at the same time is an elegant 
ornament. Its graceful, slender shape is pleasing to the eye, and the 
deep colour of its lacquer and its charming patina harmonizes with the 
antique appearance of its surroundings. Its venerable age suggests the 
wisdom of the sages of bygone times, and is it not said that the scholar, 
though living in the present, should in his thoughts dwell with the An- 
cient#? (Li-chi, ed. Couvreur, Ch. XXXVIII, 11) 

Like the old bronze sacrificial vessels often found in the abode of the 
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. scholar, the Lute is an object for appreciative study by , cultured connois- 
, 'seurs. For the bottom board of antique Lutes is covered with inscrip- 
tions and seals, engraved in its coat of lacquer.^^^ For instance the 
' valuable Lute reproduced on fig. II, shows an inscription engraved by 
the famous philosopher Chu Flsi 1130-1200). Its special name is 
Pmg-ching " Icicle Sonorous Stone ’ ; the inscription reads : " The 
tone Kung corresponds to the tone Shang. The sonorous stones are 
tapped, the bells are struck. With calmed emotions nurturing one’s 
nature, the music is harmonious and even. Written by Hui-w^ng (lite- 
rary name of Chu Hsi), in the ninth month, autumn 1187 ’ WSM 

After the lapse of some time the 
lacquer of old Lutes shows tiny cracks {tuan-wen ifS:)? by the shape of 
which connoisseurs fix the age and genuineness of antique specimens. 

But the Lute is more than other antique objects, because it is at the 
same time a musical instrument. " Of the most precious antiques none 
equals the Lute. Bronze tripods of the Hsia dynasty, and sacrificial 
vessels of the Shang period, old autographs and famous paintings, all 
these are valuable. But tripods and sacrificial vessels can only be dis- 
played as decoration, they cannot be used. They cannot be compared 
with the Lute, which sings if its strings are touched, giving an impres- 
sion of meeting the ancients in person, in the same room, and talking with 
them ’ (ChHn-hsueh^ts'ung-shu, cf. Appendix II, No. 7, in the treatise 

min-yu-man-iu wtmm- Msmm, 

These lines were 

written by a scholar who himself was an expert performer on the Lute. 
But this is an exception : even among the literati consummate Lute per- 
formers were always rare. The so-called requisites of the library became 
in large part mere conventions : the presence of a chess-board does not 
imply that the master of the library is a devotee of the Royal Game, nor 
does the presence of a Lute necessarily mean that he can actually play it, 
A knowledge of the special system of thought belonging to the Lute 
is a part of the education of every literatus, but only a small number 
among them have mastered its music. Still it was considered a sign of 
elegant taste to express some well-known principles of ch’in ideology in 
a new form, or to extoll in a poem the special merits of a Lute one hap- 
pened to possess — ^and could not play ! A good example of a mass of 
literary productions centring round one famous Lute is the collection 
Hszek-ckHn-shth-tven-ch'ao published in 1815 by Wu Ching- 


18) For more details cf. Appendix III, The Lute as an antique. 


ch’ao ««! ; one day he bought the favourite Lute of 

loyal Sung scholar Hsieh Fang-tS 1226-1289). - 

and acquaintances composed essays and poems m “ 

this collection, filling five volumes, was privately publishe . PP 

owner of the instrument. ^avni^p.? 

For his not playing a scholar might quote numerous ele^ 

He might cite the old Taoist parados that curiously resembles “e fami^^^s 
line in Keats' Ode on a Grecian Urn : the unheard tones are the mo t 
beautiful. Or he might point to Ute great poet of the P'nod T^aa 

Ch’ien 372-427) who, according to tradition, had a . , . 

2 “ tmds banging on dte avail, and .ho in one of his » J 

have acquired dte deeper signfflcanee of dte Lute : t-dty 
after the sound of the strings?’ m^m, _ ^^is attitude, 

though it may be well founded from a philosophical point of mcv, dis- 
r„;^ged schls from aspiring to become accomplished pertonnera o. 
the Lute. Therefore this attitude was sharply criticised by cal Lute 
players. It is said in the Ch’in-si-ho-pu (cf. above) : In the houses of 
the wealthy there may be sometimes seen Lutes hanging on the wall as 
a decoration, richly adorned with precious stones but t e> are on y 
meant to dazzle people’s eyes. If one asks (the owner) he 

stands dumbfounded, and does not know about what one might be speak- 
ing. Then there are also those perverted and vainglorious people who 
do not attach strings and tuning pegs to their Lutes, thus injustly using 
the Master of the Five Willows (fancy name of T’ao Ch len), and hop- 
ing thus to conceal their own worthlesness ; those people are especially 

ridiculous ! 

(ch. > P- ^ )• 

Such protests by discerning connoisseurs of Lute music are rare : the 
great majority of the literati, if they played the Lute at all, contented tnem- 
selves with being able to play only two or three of the simpler tunes or 
even but a few bars. The view stated by Ou-yang Hsiu {mf^, iUU/- 
1072), the great scholar of the Sung dynasty, in his essay The Three Lutes 
(dated 1062), may be taken as representative of the general attitude of 
Chinese scholars to the Lute. He says; ‘From my youth 1 did not 
relish vulgar music, but loved the sounds of the Lute. I partmularly 
liked the tune Flowing Streams, in its simpler version. During ray 
life I often was in distress, and I roved over the country from north to 
south. All the other tunes of the Lute I entirely forgot, only this one 

ig) For a discussion of such richly decorated Lutes refer to Appendix ill, The 

Lute as an antique. 


tune Flowing Streams remained in my memory during dream and sleep. 
Now I am old, and I play it only occasionally. For the rest I only know 
some smaller tunes ; yet this is sufficient for my own enjoyment. One 
heed not know many tunes : in studying the Lute the most important 
point is to learn to find satisfaction in playing.” ch. 

mimm, wmmmBy 
mmmm±y m&mmy 

Notwithstanding the fact that the music of the Lute was transmitted 
only by a few masters scattered over the Empire, officially the instrument 
itself W'as held in universal respect. I have come across only very few 
books where the position of the Lute as the unique representative of the 
music of the ancients is challenged. Often, it is true, the Lute was 
used to accompany vulgar music. Occasionally one will see on a paint- 
ing a scholar playing the Lute while a singing girl accompanies him on 
the four-stringed guitar or some other frivolous instrument. And, 
though playing the Lute should restrain all passions, Chinese novels and 
theatre pieces more than once mention a young scholar who by playing 
the Lute conquers the heart of his beloved (cf. e.g., the Hsi-hsiang-chi 
MSiiS, part II, act IV). But such misuse of the Lute, though doubtless 
frequent, w^as never officially approved. 

During the latter half of the Chhng dynasty it appears that the Lute 
was played only in a few circles of musical scholars, some in Chekiang 
province, some in Fukien, others in Szuch’uan : a negligible minority 
when compared with the vast number of scholars who devoted themselves 
to literary pursuits, and brought fame to Chfing letters. Lute music, a 
drooping flower, too much sheltered in the dimness of the library, was 
gradually withering away. It grew to resemble too much the chih g; fungus, 
the agaric symbolizing longevity, dried specimens of which decorate the 

20) For instance, a work on music in general, dating from the nineteenth century, 
called Mien‘-chHn~hsieh~h$iiek--yueh4ti by Shen W^n-ying In 

ch. 4 he says that it is wrong to call the Lute the special instrument of the ancients, for 
it is not better than the p’i-p^a. Moreover the Lute has no less than five defects, inter 
alia its finger technique is so complicated that one cannot sing while playing, its tones 
are not pure, its rhythm is confused. Notwithstanding these statements, which must 
seem terrible heresy to the old-fashioned Lute connoisseur, this book contains a mass of 
valuable information, especially because the author discusses in detail also the tuning, 
finger technique and notation of some popular instruments like the yueh-ch’in ^ I 
possess only a fine manuscript copy of this book ; I do not know whether it was 
■ever' published. 

Further I also refer to the Hsueh-chai»ckan~pi by Shih Sh^ng-tsu 

1 3th century), where the second ch. starts with a discussion entitled ‘ The comes be- 
fore the Lute ; there the Lute is called inferior to the Se, and also to the 

mouth-organ sheng. 
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desk of the scholar ; they are graceful to look at, but dry and lifeless. 

Fortunately since the establishment of the Chinese Republic interest 
in Lute music has revived.^) Unhampered by the old excteionist 
tendencies, the study of the Lute spread to broader circles, lounger 
Chinese scholars who have studied musicology abroad are mvestigatmg 
Lute music, on modem scientific principles.^« Many pupils flock round 
the few old teachers, books and manuscripts on the Lute are eagerly soug t 
for, and in the near future we may confidently look forward to a renais- 
sance of Lute music in China. 1 j j 

Next to China the only other country where the Lute was played and 

studied is Japan. r 

Japanese tradition mentions as the father of Lute music in Japan a 

Chinese Ch’an priest, Shin-etsu (Chin. Hsin-yueh >m, better known by 
his literary name Toko-zenji 1639-1695). Fleeing the roubles 

that marked the early years ofthe Ch’ing dynasty, he came to ( ^77 > 

and was invited to Mito by the feudal lord Mitsiikum (MS, 16-6-1/ 0), 
a great patron of learning. Shin-etsu could play the Lute and soon a 
grL number of devoted pupils gathered round him. According to 
Japanese sources this was the beginning of Lute playing m Japan ^ oi 
a discussion of the study of the Lute in Japan I refer to Appendix 

of this essay. The Chinese Lute in Japan. 

Western scholars in several books on Chinese music in general have 
paid due attention to the Lute.«) In 1911 G. Soulie gave a general de- 
scription of the Lute, devoting some space to a description of the way 
it is played.-'*' M. Courant discussed the instrument and its tuning in 
extenso,^^' whilst L. Laloy dwelt more upon its significance.-’' 

YiSi p. (ista. This book U 

and nictures relating to a reunion of Lute experts, organised in 191 / b> .\lr. Yen. 

tWs took one also findsalistofaboutMtj'contemporaryLuteplawvithter^a^^^^ 

Further I refer also to R. Taki, Ongaku-shiryo no chosa, in : Toho-gakuho (journal ot 

«ed to t^ito ^ 

notation t.^ Europe^^^^^ 

the Lute, entitled Hsueh-ckHn-chHen-shuo 
of Lute tunes transcribed in European notes are 

given (op.^^ a more complete list of references to the Lute in western literature cf. Ap- 
pendix I. , „ 

24) G. Soulie, La Mus'iqueen Chine, cf,App. i,jNo* Jr ^ A«rY I 

25) M. Courant, Essai historique sur la musique classique des Chinoib, ci. App. i. 

No. ■: 6.' T Twt ■ C ' 

26) L. Laloy, La Musique Chinoise, cf. App. I, No. 5. 


The Lute, however, has occupied since ancient times so unique a 
position in Chinese musical life, and its special literature is so extensive, 
that I think it well deserves to be treated separately. For the Lute is 
the only instrument forming the center of a special system of thought ; 
it is the only instrument the playing of which has been considered from 
ancient times as a means for reaching enlightenment. 

In the following pages I propose to discuss the ideology of the Lute, 
and its place in Chinese history, leaving aside as much as possible all 
questions directly relating to musical theory. I hope that some day a 
musicologist shall write a practical handbook for the Lute player. For the 
time being these pages may suffice as a general introduction. According 
to the Chinese tradition on the study of the Lute this is the correct order, 
for is it not said in the rules for the Lute player that one may not touch 
the strings of the Lute before its significance is clearly understood ? 


CHAPTER THE SECOND 
CLASSICAL CONCEPTIONS OF MUSIC 

Chinese classical conceptions of music, according to the Yueh-chx— 
Twofold aspect of music, cosmological and political— Music belongs 
to Heaven, and corresponds to what is heavenly in man— It is a means 
for perfecting the government, and for improving the individual— 

Music as a source for pleasure not recognized. 

The ideology of the Lute is a separate system of thought, tvhichwas 
gradually evolved in the course of the many centuries that the Way of the 
Lute was cherished and cultivated by the literati. Various factors pro- 
moted the establishment of this ideology, and manifold influences deter- 
mined its evolution. In the following chapters I shall endeavour to give 
a sketch of this development. As the rules of ch’in ideology were never 
assembled and canonized in one basic text, we shall have to collect our 
data from various literary sources, and with these materials on hand, try to 
form for ourselves a more complete picture of the system. 

Before embarking upon this rather complicated task, we first must 
obtain an idea of Chinese conceptions of music in general. Fortunately 
there exists a special text, which gives a good survey of the classical 
conceptions. This is the Yiieh-cM mm, ‘ Annotations on Music ’ a part 
of the Li-cki Ufa, usually called ‘ Book of Rites ’, one of the classics of 
the Confucianist school. The Li-chi was composed at a comparatively 
late date, viz. about the beginning of our era. The Yiieh-chi was drawn 
up by the scholar Ma Yung (gH, style Chi-ch’ang 79-166). Yet 
a comparison with older data, such as passages relating to music scattered 
in the works of the various philosophers that flourished in the latter part 
of the Chou dynasty, shows clearly that although the formulation of the 
Yiieh-chi is late, the ideas which it contains are elaborations of con- 
siderably older conceptions. But the materials are cast in a Confucianist 
form, and as such this text is authoritative for literary musical ideals. As 
moreover in Chinese literature it remained until quite recently the stan- 
dard text on music, extensively quoted in nearly all later books on music 
or musical theory, I think we may well take this text as basis for our dis- 
cussions of Chinese music in general.^* 


27) For musical materials of a more archaic character I may refer to a work of 
Taoist colouring dating from the 3rd century B.C., the Annals of Spring and Autumn of 
Lit Pu-wei In ch. V are embodied four sections on music, especially import- 

ant because they quote ancient myths, indicating the role of music in archaic totemistic 


This treatise contains a great variety of information, not only on the 
significance of music, but also on the ceremonial orchestra, and the 
ritual dances that were executed to its music. Statements on the mean- 
ing of music is general are scattered throughout the work ; I shall try to 
arrange the most important references of this kind more systematically 
and discuss them in order. 

The significance of music appears to be twofold, depending on whe- 
ther it is viewed in its universal, cosmological and superhuman aspect, 
or, on the other hand, in its specialized, political, human aspect. 

In its universal aspect music is the harmony inherent in all nature, 
embracing heaven and earth. In its specialized aspect it is applied to 
man, both as an individual and as a member of the political unity, the 
State. 

In the Yueh-chi both the universal and the specialized aspects of mu- 
sic are discussed extensively. As this text belongs to the Confucianist 
school, however, it is only natural that the latter aspect is stressed. 

Throughout this treatise music is considered as inseparable from 
rites, li H : both are indispensable to the proper government of the State. 
In more than one passage, however, it is pointed out that music is superior 
to rites, mainly because music consists of heavenly harmony, rites of earth- 
ly harmony. Music is the harmony of heaven and earth, rites consti- 
tute the graduation of heaven and earth., Through harmony all things 
are brought forth, through graduation all things are properly classified. 
Music comes from heaven, rites are modelled after earthly designs.''^®^ 
Music aims at harmony, it belongs to the higher spiritual agencies, and it 
follows heaven. Rites aim at the distinction of differences, they belong 
to the lower spiritual agencies, and follow earth. Therefore the Holy 
Sages composed music in order that it might correspond to Heaven, 
and they instituted rites so that they might correspond to Earth. When 
Rites and Music are manifest and perfect, Heaven and Earth will be re- 
gulated.”^®^ 

Music and man are closely connected, because music corresponds to 
what is Heavenly in man. When man is bom he is serene : this is the 
nature of Heaven. Experiencing contact with outer things, he is moved, 

ceremonies. This book has been translated by R. Wilhelm : Friikling und Herbst dcs 
Lu Bu'-top.y Jena 1928, Further I may refer to the works of the philosopher Huai-nan- 
tzu ; cf. L. Laloy’s discussion in T'oung-pao, May 1913, p. 291-298. 

28) Op. cit., chapter I, paragraph 23 : 

29) Op. cit., chapter I, par. 29 : 


24 


The Lore of the Chinese Lute 

and in his nature desire is created. . . If ■man cannot regulate- Ms likes 

and his dislikes, the outer things will lead him astray, he will grow in- 
capable of introspection, and the Heavenly nature in him' disappears . 

For this , reason the Kings of olden times instituted Rites and Music in 
order to regulate human emotions.’^^^^ ‘‘ Music points to what all beings 
have in common ; rites point to that in which all beings differ. What 
is common leads to mutual love, what is different leads to mutual re- 
spect ‘‘Music is based on the inner life of man, rites on outer 
appearances. Music comes from within, therefore it is serene ; rites 
come from without, therefore they are elegant.^’^^^ 

As music is a direct manifestation of Heaven, the wise ruler shall 
utilize it to assist him in governing the State properly. “In Music 
the Holy Sages took delight, because music can improve the heart of the 
people. Music has a profound influence on man, it can improve customs 
and ameliorate morals. Therefore the Kings of olden times promoted 
the teaching of music.’’^^^ “ Therefore, when music flourishes, human 
relations are clarified, eyes and ears are made more susceptive, body and 
mind are in balanced harmony, good customs prosper and morals are 
improved, and peace reigns everywhere under Heaven.’’^^^ 

Thus music appears as a means for transferring the Heaven-inspired 
virtues of the Wise Ruler to his subjects. 

“ Music is formed in the heart. Tones are the shape in which music 
is expressed. Elegance and rhythm are the decoration of the tones. The 
Superior Man takes the feelings in his heart as basis, he gives them shape 
in music, and then he gives this music its final form.’'^^^ But, in per- 
forming, because of this deep meaning of music, stress should not be laid 
on superficial beauty of melody and specious notes : above all the spiritual, 
the transcendental significance of music must be made manifest. “ The 
greatness of music lies not in perfection of tone for : “ (In rites 
and music) Virtue is more than Art 

30) Op. cit, ch. I, par. U : 

31) Op. cit, ch. I, par. 13 : AUTtW^ 

32) Op. cit, ch. I, par. 15 : 

33) Op. cit, ch. I, par. 17 : 

34) Op. cit, ch. II, par. 7 : ^ 

35) Op. cit, ch, II, par. 8 : »lTWfiSrM, AT 

36) Op. cit, ch. II, par. 23 : 

37) Op. cit., ch. I, par. 9 : 

38) Op. cit, ch. Ill, par. 5 : 
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This principle was already recognised by the Ancient Rulers : The 
Kings of olden times instituted Rites and Music, not to satisfy the mouths 
and stomachs, the ears and eyes, but in order to teach the people to balance 
their likes and dislikes, and to bring them back to the Right Way 

Besides stating these lofty views on the general meaning of music 
—music in the Universe and music in the State — the Yueh-chi also de- 
votes several lines to the meaning of music to the individual. A wise 
man has said: ' Not for one single moment may one separate oneself from 
Rites and Music.'’ When one perfects oneself in music with the aim of 
regulating the heart, then as a matter of course the heart shall be calm, 
straight, tender and pure.’^'^^U ‘‘ Therefore, during a musical perform- 
ance in the Temple of the i^ncestors, Prince and statesman, high and low 
listen together, and an atmosphere of harmony and respect prevails. 
During a musical performance on the occasion of clan festivals or vil- 
lage festivals, old and young listen together, and an atmosphere of har- 
mony and compliance prevails. During a musical performance in the 
household, parents and children, elder and younger brothers listen 
together, and an atmosphere of harmony and affection prevails.’"^^^ 

And finally I may quote a passage describing the attitude towards 
music of the Chiin-tzu, the ideal man of the Confucianist school : ‘ The 
Superior Man returns to his original heavenly nature, and thereto he 
conforms his thoughts. He distinguishes between good and bad, and 
in accordance therewith regulates his conduct. He does not perceive 
lewd sounds or indecent spectacles, he keeps his heart undefiled by lasci- 
vious music or unbecoming rites. His body is free from laziness and 
negligence, falsehood and depravity. He makes his ears and eyes, nose 
and mouth, all the functions of perception of his entire body conform 
to what is right, and so achieves righteous conduct. Then he expresses 
his sentiments in chant : he accompanies them on Lute and s6, moves 
the shield and the axe, and uses as decoration the pheasant-feathers and 
the ox tails, and finally he lets the flutes sound. The splendour of com- 
plete virtue makes the four seasons revolve in harmony, and establishes 
the right order of all things.’^^) 

39) Op. cit., ch. I, par. 10: mmk 

40) Op. cit., ch. Ill, par. 23 : ^*^0, 

41) Op. cit., ch. Ill, par. 28 : IlJS-Jpfn®:, & 

42) Op. cit., ch. II, par. 15-16 : 

mu^m, wmm 

Ttm, MmneiTtm. 


From the above quotations it will be clear that according to clas- 
sical ideas there is but one sort of music deserving that name : that of the 
ceremonial orchestra. Its music and its dances are not meant for re- 
laxation and for diversion, they are sacred institutions, established by the 
Holy Kings of old for the purpose of regulating the State and perfecting 
the individual. As for solo instruments, they are only recognised as 
music when they have also a function in the ceremonial orchestra, like 
the Lute and se. 

In the well-governed Confucianist state music meant for pleasure 
does not exist. Occasionally, when the government is decaying, and the 
end of a state is approaching, there will arise tones not conforming witn 
these high musical principles. But this music is usually not referred to 
as such, it is called ‘ lewd notes ’ or ‘ vulgar sounds ; these incite people 
to depravity, confuse the proper relations between men and women, rulei 
and subject, and sap the foundations of the State. They have nothing 
to do with what is called Music. 


CHAPTER THE THIRD 
STUDY OF THE LUTE 

1. SOURCES 

More materials on the significance of the Lute than on Lute music- 
Three groups of materials : 1. Scattered references to the Lute, 

2. Special treatises on the Lute, and 3. Ch’in-pu, Handbooks for 
the Lute — Reasons for the rarity of ch^in-pu — ^Their contents — ^Recent 
Chinese books on the study of the Lute. 

It must be considered fortunate, at least for the subject of this 
essay, that materials for investigating the ideology of the Lute are more 
extensive and reach much farther back in history than those for studying 
Lute music itself. 

To illustrate this I may mention the fact that whereas the oldest chhn- 
tune preserved in notation^^^ dates from the T^ang period (618-907), re- 
ferences to the significance of the Lute may be found already in the old 
Classical Books. And while the earliest printed handbooks for the Lute 
date from the Ming dynasty (1368-1644), essays on the meaning of the 
Lute date from the beginning of our era. 

Thus for the study of chhn ideology we have rich materials at our 
disposal. For the sake of convenience I shall divide them into three 
groups. 

43) The tune preserved is the fifth chapter of a well-known old Chinese melody, 
called Yu'-lan “ The Orchid in the Profound Vale ”, and was found in Japan. This 
text is especially important, because.it gives not the ordinary notation in abbreviated 
characters chien^tzu (v. supra p. 4, 5), but uses an apparently older system, where as a 
rule every movement is described in full. It was copied out by the famous Japanese Con- 
fucianist Ogiu Sorai 1666-1728, other name Mononobe Mokei 

after a T’ang manuscript, allegedly reproducing a text from the Sui period, dated 590. 
When the Chinese scholar and bibliophile Yang Shou-ching 1835-1915) stayed 

in Japan 1880-1884, and searched everywhere for old Chinese books and manuscripts, 
he also purchased a copy of this manuscript. It was reprinted in the Ku'-i-ts'ung-shu 
, cf. Pelliot, Notes de Bibliographie chinoise, BEFEO vol. II, page 315) ; in 1911 
it was again reprinted by Yang Tsung-chi (see below) in his CKin-hsueh-ts^ung-shu, who 
endeavoured to transcribe the tune in the usual ch’in notation. In the same ts'ung-shu 
Yang Tsung-chi reprinted an article on this tune by Li Chi It would appear that 

the prolix method of notation used in this manuscript represents an early stage of the sys- 
tem. Still I hesitate to attach much value to this text for a study of the development of 
ch’in annotation. Ogiu Sorai’s manuscript was copied out again and again. I recently 
purchased an old copy, with Japanese commentaries and explanatory illustrations. The 
question arises whether Ogiu Sorai faithfully followed the Chinese original, or whether 
he wrote out in full a manuscript originally in chien^-tsuy for his own purposes. 
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In the first place there are materials of a more or less casual nature, 
to be found in all kinds of books on various subjects. The oldest refe- 
rences occur in the Classical Books, mentioned above. The writings of 
the philosophers of various schools that flourished about 300 B.C. also 
often contain valuable materials on the significance of the Lute. I men- 
tion especially Huai-nan-tzu and Lxi Pu-wei above). 

The former so often uses musical conceptions to illustrate his ideas, that 
he might well he called the “ musical philosopher Further in histo- 
rical and encyclopaedic compilations stories about famous Lute players 
are often related ; such anecdotes indirectly shed much light on ancient 
Chinese conceptions of the Lute. 

Secondly there were also composed special treatises on the Lute. 
The oldest that has been preserved seems to be the ChHn-ch' ing-ying ^ 
by the Confucianist philosopher Yang Hsiung 53 B.C. -18 

A.D.). During the Han dynasty there were written several of such books 
on the Lute : the bibliographical section of the History of the Han Dy- 
nasty mentions four, that of the Sui period seven items. Unfortunately 
these books are all lost, and were so already in the Sung-dynasty.'^*^'^ We 
still have, however, scores of books on the Lute dating from the end of the 
Han to the beginning of the Ming period. And thereafter the literature 
on the Lute increases rapidly : not only were there published a great 
number of special books on the Lute, but also works on music in general 
devote entire chapters to the Lute and its connotations. The mass of 
this literature is so vast that one can hardly hope to survey it all. 

Thirdly there are the so-called cKin-pu handbooks for the Lute 
player. Since because of their rarity these are the least known, I shall 
describe this category here more fully. 

Although hundreds of ch’in-pu have been published since the be- 
ginning of the Ming dynasty, most of them are difficult to obtain. A col- 
lector of the 19th century observes: ‘The so-called handbooks of the 
Lute are not very much sought after by bibliophiles : they content them- 
selves with just collecting a few items, so as to have also this sort of book 
represented on their shelves. As bookshops cannot sell them at a high 

44) Hmi-shu-i~wen-chih by Pan Ku (Jirpli 32-92 A.D.). Some of the 

items mentioned here may have contained some sort of notation. I mention : Yci’-ckHn- 
chao^shih-cKi-pHen “ Compositions for the Solo Lute, by Mr. Chao, 7 

parts ”, with the remark added : Tunes that were played by Wei Hsiang, minister under 
the Emperor Hsiian (73-49 B.C.) Another commentator adds 

that Chao and some other authors of similar treatises were granted an audience by the 
Emperor, and played the Lute in the august presence. 

45) Cf. the passage quoted on p. 54 below. 
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price, they do not value them much ; as moreover these books were very 
rarely reprinted, they were easily lost. During eighteen years I was able 
to collect only 41 specimens, which were bought by me or presented to me 
by my friends ’4^^ I may add to this that generally ch’in-pu were publish- 
ed in very limited editions, printed from badly cut wood blocks, and 
on inferior paper. The reason for this state of affairs is that they were 
usually published by Lute teachers, for the use of their pupils. So the 
printing and editing were done as cheaply as possible, and only a small 
number of copies was made. An exception is formed by those chhn-pu 
that were published by scholars of name and high official standing, who 
could afford to have a handbook published without regard to the cost. 

For the present subject, the study of the ideology of the Lute, the lat- 
ter class is the more important, because the authors had a wide knowledge 
of the literature on the subject, and could easily express their thoughts in 
writing. It goes without saying, however, that from a purely musical 
point of view, the value of a ch’in-pu rests entirely in the quality of the 
tunes given in notation : this depends upon the musical gifts of the edi- 
tor, and has nothing to do with his scholarship. Often the most enticing 
melodies will be found in the cheapest editions. 

Of course melodies in notation form the main part of a ch’in-pu.'^^^ 
But apart from that they contain introductory chapters, and it is here that 
the principles of chhn ideology are to be found. 

The contents of a ch’in-pu are generally arranged according to one 
fixed model. As is usually the case with Chinese books, they open with 
one or more prefaces, by the author and his pupils or friends, and there- 
after give the fan4i or ' Introductory notes.’ The prefaces are im- 
portant, because they not only furnish the reader with biographical de- 
tails about the author and his circle of musical friends, but because they 
also often mention where he obtained the versions of the tunes given in 

46) Cf. Vien-win-ko-chHu'-pu-chi-cKing (v. Appendix II, 17), vol. I : 

mm-m. 

At present nearly 

all early Ming handbooks are rare, and often known to exist only in two or three copies. 
If one is lucky enough to find one, it is usually either incomplete, or else fetches a pro- 
hibitive price. During the last four years I have combed the bookshops in China and 
Japan for ch’in-pu, and copied out some very rare specimens in libraries. But still I have 
not yet been able to obtain many Ming ch*in-pu mentioned in old catalogues, and I fear 
that some are irrecoverably lost. 

47) The only exception is thQ Yu-ku-chai-chHn-pu published in 1855 

by Chu FSng-chieh ; in this ch’in-pu not a single tune is given, the whole book 

being filled wdth minute directions for building Lutes, and with discussions on the 
theory of Lute music. 


his book. In the /aw-/t the author often states his views on the signifi- 
cance of the Lute and its music. 

Then follow chapters on the history of the Lute ; names of famous 
instrume:nts are enumerated, sometimes accompanied by drawings show- 
ing their various shapes, and reproducing their inscriptions. Often there 
are also inserted some practical discussions as to how Lutes should be 
built, how the strings should be made, etc. Then come rules defining 
what might be called the discipline of the Lute player: where and to 
whom the Lute may be played, in what costume etc. ; I shall discuss these 
rules in detail in the third section of this chapter. Also explanations of 
the technical terminology are given, and suggestions as to how Lutes 
should be stored away, how to repair them, and how to make the table 
on which the Lute is laid. Lists of tunes, of famous Lute players, and of 
Lute builders of succeeding dynasties are also added. 

Thereafter come lengthy dissertations on the musical theory of 
the Lute. Sometimes they confine themselves to the practical aspects, 
as fixing the correct tuning and the various modes, at other times they loose 
themselves in abstruse speculations on the absolute pitch and the correct 
dimensions of the twelve sonorous tubes."^®^ In these pages I do not quote 
from this part of the chfin-pu, since it contains no information on the 
ideology peculiar to the Lute. 

Of greater importance to our present subject is the section on the 
significance of the tones : each tone has its special association, and should 
evoke a certain emotion. Below I devote a special chapter to this ques- 
tion (Chapter V, 2: Symbolism of Tones). 

Finally there comes a special chapter on the finger technique, and the 
system of annotation used in describing this technique. This chapter 
is called chih-fa and it forms, so to say, the key to the handbook, for 
without it the player would find in the notation of the tunes many obscure 
passages, since editors often use all kinds of variants of the signs of the 
chien-tzu system. Unfortunately this chapter has often been torn out, 
to prevent the handbook from being used by unqualified people. The 
best edited ch’in-pu illustrate these directions regarding the finger tech- 
nique with drawings of the correct positions of the hand, sometimes fur- 
ther explained by symbolical pictures. For a discussion of these see 


48) CkHn^sS-ho-pu (cf. above p. 8) very justly observes that the greatest musical 
theoreticians are usually not the best musicians : * In ancient times the people who ex- 
celled in playing the T^ute did not bother themselves (ni, cf. Lun-yil xix, 4) with the 
laws of musical theory ; those who did so were not good performers on the Lute ’ 
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below, Chapter V, 3 : Symbolism of the Finger technique. 

In addition to these introductory chapters the main body of a ch’in- 
pu — ^the tunes in notation — ^also contains materials for studying the ideo- 
logy of the Lute. The tunes are accompanied by prefaces, colophons 
and commentaries, which give the name of the composer, and explain 
the meaning of the tune : sometimes they even go so far as to explain the 
special significance of each part of a tune, and of each bar. In chapter 
IV : The Significance of the Tunes, I shall often have to refer to these 
remarks added to the tunes. 

These handbooks of the Lute differ considerably in quality. Not 
only does the make-up vary, as mentioned above, but also the quality of 
the contents. Generally speaking they may be divided into two groups 
which I propose to call basic and secondary. In the first group I would 
classify that small number of ch’in-pu that combine well-written and 
logically arranged introductory chapters, with original and carefully 
edited versions of the tunes. As one wrong stroke in the notation will 
cause a tremendous confusion, the verifying of the characters (of the 
cut blocks), Chin, hsiao-tzu with regard to the ch’in-pu is even 
more important than with ordinary books, where a wrong character may 
usually at a glance be detected by referring to the context. Already an 
author of the Ming dynasty complains of the many mistakes in the nota- 
tion of the chh‘n-pu. He S 2 .ys : ‘ Those who excelled among the Lute 
masters transmitted (the doctrine of) the Lute and the handbooks. Thus 
the compiling of the handbooks rested with the Lute masters. Still there 
are mistaken ones : if one stroke is wrong, then the finger technique fails 
because of this false tradition. And if this false tradition continues for a 
long time, the mistakes cannot be corrected any longer, and the true spirit 
of the Lute melodies is lost ’ 

(cf. Appendix 

II, No. 4, Tsun-shing^pa-chien), Many ch’in-pu boast in their prefaces 
that not a single stroke or dot in the notations is wrong, but those that 
measure up to this standard are rare. 

The majority of the ch’in-pu still extant belong to the secondary 
group : their introductory chapters are a medley of passages taken from 
the basic handbooks and various other sources, clumsily patched together. 
The tunes given in notation are copied after those of the basic hand- 
books, with but few alterations. But .even the editors of these secon- 
dary ch’in-pu often added some new materials of their own: a new 
way of expressing rhythm, adding ordinary notes to the chien-tzu, etc. 
Cases of absolute plagiarism are rare ; I have so far been able to discover 


32 


The Lore of the Chinese Lute 

only 

It is only since the establishment of the Chinese Republic in 1911 
that Chinese scholars have tried to collect and critically investigate these 
various materials on the Lute. I may mention here the work of two Lute 
players, who devoted many years to these studies. 

In the first place Yang Tsung-chi style: Shih-po ffg) 

who died about ten years ago, having during a long time taught the Lute 
in Peking. He was an enthusiastic collector of rare chhn-pu and antique 
Lutes, and, although not ah eminent scholar or brilliant stylist, he still 
had had a suitable literary education. The result of his studies on the 
Lute and its literature are collected in his Ch^in-hsueh-ts'ung-shu,^^ which 
contains not less than 32 original treatises. Unfortunately he did not 
work according to a fixed plan, but, more sinico, he jumps from one sub- 
ject to another, giving the most heterogeneous items of information under 
one and the same heading. As no index or detailed list of contents has 
been added, one has to work through the entire work in order to locate 
a passage. But notwithstanding these shortcomings it is a valuable book, 
as yet the only one that tries to treat all aspects of the study of the Lute. 

His friend Chou Chhng-yiin was a great collector of chhn-pu, and 
he diligently studied their prefaces and colophons, comparing different 
editions of the same work. On the basis of what must have been a marvel- 
lous collection he compiled two books. In 1914 he published the Ch'in- 
shu-ts'un-mu,^'^^ a catalogue raisonne oi all ch’in-pu he either possessed 
himself, or the titles of which he found in old and new catalogues. These 
items are all arranged chronologically, and in many cases he reprints 
their prefaces. It is to be deplored, however, that he did not add to each 
item a note as to whether he had actually seen the book or not. There- 
fore it is not alw^ays possible to know whether or not he relies on secon- 
dary information. The famous bibliophile Miao Ch’uan-sun , 

1844-1919) wrote a preface. In 1917 he supplied these bibliographical 
materials with biographical data, publishing a ChHn^shih,^^^ in which notes 
are given on the lives of famous editors of chfin-pu and of Lute players ; 
Yang Tsung-chi added a preface to this book. 

49) Viz. the Chiao-an-cK in-pu published in 1877 by Ch’in Wei-han if| 

where are given exactly the same versions as printed in the well-known Wu~‘Chih- 

chai-chHn-pu (cf. Appendix II, 14). The editor has, however, made up for this to a 
certain extent, by giving in the introductory chapters a particularly good survey of the 
various tunings. 

50) Cf. Appendix II, 7. 

51 ) „ „ 8 . 

52 ) 9 . 
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Notwithstanding their shortcomings these three books are indispens- 
able works for the student of the Lute. The materials which the authors 
used are hardly obtainable in the libraries of Europe or America, and even 
in China and Japan most of the rare items are found together only in some 
private collections. Moreover all three books are on the market, and, may 
be obtained from any bookseller in Peking. 

For materials on the Lute in western books I may refer to Appendix 
I, while a description of the Chinese books on the Lute and: of the 
clihn-pii quoted in these pages may be found in Appendix II 



2. ORIGINS AND CHARACTERISTICS 


The estabiisiiment and evolution of chhn ideology due chiefly to 
three factors ; a. Confucianist (social), b. Taoist (religious), and c. 
psychological. — Buddhist influences : a Mantrayanic magic formula 
as Lute tune, a Lamaist hymn adapted to the Lute. — A summary 
of the history of ch*in ideology. 


Ch’in ideology may be called a separate system in so far as every time 
that one meets the Lute in Chinese literature, it is found to be associated 
with a special system of thought. 

In minor details this system is differently described by various au- 
thors, but its characteristic points remain the same. One would look, 
however, in vain for a special standard text, in which this system is 
clearly formulated, and its elements systematically arranged, so as to 
form a canon for the significance of the Lute. 

Since early times there is found the term cWin-tao literally : 
the Way of the Lute, meaning : the inner significance of the Lute, and 
how to apply this in order to find in the Lute a means for reaching 
enlightenment. The literatus and Lute player Huan T’an (git, lived 
about the beginning of our era) wrote a treatise entitled ChHn-tao ; this 
title is registered in the Yii-hai but it has not been preserved. 
This book may have been an attempt to give a summary of the prin- 
ciples of ch’in ideology. This term ch’in-tao might be translated as ' the 
doctrine of the Lute ’ ; but as we do not possess a special text where the 
principles of this doctrine are set forth, I think a vague term like ‘ ide- 
ology of the Lute ' is the more suitable translation. 

In the long course of its development ch’in ideology benefited by its 
lack of delimitation : because of the absence of a fundamental text, ch’in- 
tao was able to absorb a great wealth of various conceptions. Below I 
shall try to sketch an outline of this ideology, at the same time making an 
attempt to analyze the factors that caused its establishment, and influenced 
its further evolution. 

In chapter II I discussed the classical conceptions of music in gen- 
eral, as expounded in the Yueh-chL We are not justified, however, 
in taking that discussion as a final basis when embarking upon an in- 
vestigation of historical problems, although till recent days the Yileh- 
chi was looked upon by Chinese scholars as having unquestionable 
authority. In order to be able to make a discreet use of this text, we 
shall first have to consider it critically. 


Study of the Lute 


35 


Chinese historical records are unique in so far that they cover an 
unbroken line, reaching from high antiquity to the present day. But 
we must always bear in mind that the cement of this imposing edifice 
IS formed by the continuity of the written language. And this literary 
language, although extremely flexible and highly expressive, is yet too 
much a special product of a limited circle, a comparatively small group 
of writers, all belonging to the same class and having a similar trend 
of thought, not to strain a correct representation of the actual facts. His- 
tory was until recently, a section of the vast field of Chinese letters : 
It was, like most other Chinese sciences, kneaded and remoulded until 
It became literature. This fact becomes evident when one tries to 
stady some subject in its historical frame : when comparing archaeolo- 
gical and ethnological data with their descriptions as transmitted in 
hterary documents, we cannot fail to realize that these describe life and 
Its phenomena from a particular and narrow angle : the point of view 

^ ii* j constantly confronted with what might be 

called a revolving process, something like the following. A certain 
phenomenon is observed and recorded. This record is written in 
the highly polished literary idiom, and by this mere process of recording, 
the actual facts are already modified to some extent. In this form it 
finds Its way into some book or essay. Other literati quote the passage, 
but before doing so they test it by literary traditions, and make the neces- 
sary alterations to harmonize it with these. Moreover they will link 
it up with some appropriate classical quotation, and add that this was 
the phenomenon as it has appeared since ancient times. Now, when after 
the lapse of some centuries of so, another observer finds this same pheno- 
menon in actual life, before writing about it he consults the records drawn 
up by former observers, and finds these to be rather different from what 
he actually sees. But as a rule his reaction is not to question the cor- 
rectness of these records, but on the contrary he will accept them as the 
absolute truth, and in connection with the present condition of the 
phenomenon he will sadly point out the decadence of the times, deplor- 
ing that a phenomenon that formerly was in such perfect accordance 
with literary ideals has come to be so vulgar. And this process repeats 
itself any number of times, till the discrepancy between the actual pheno- 
menon and Its description becomes so wide that a later writer treats them 
as two entirely different things. 

It goes without saying that this theoretical example is far too simplis- 
tic and general, and that real cases are infinitely more complicated. Fur- 
ther, as a rule, such a development applies especially to subjects lying 
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outside the direct domain of the literatus— which were many. Still 1 
think it is as true as generalisations can be. It may serve as one explana- 
tion of the . fact that in Chinese literature there is inherent what might 
be called a Paradisical complex:, a tendency to reverse the natural 
course of the evolution of culture, to make it start with a summum of 
perfection, after which there is a steady decline. Of course there are 
numerous other and more potent factors underlying this tendency ; 
factors based upon a trend of thought common to all human beings, 
and which explain the fact that this Paradisical complex occurs in many 
other civilisations. But in China the force of the literary tradition must 
certainly be counted as one of them. 

When we consider the pronouncements of the Yiieh-chi in the light 
of the foregoing observations, it becomes evident that they are not to 
be taken as a faithful description of the opinion of the ancient Chinese 
on music in general. The views quoted are a production of literary tra- 
dition. For the literati ceremonial music was the apex of all music, and 
consequently they expected all other musical manifestations to be in ac- 
cordance with these ideals. What deviated from this fixed canon had 
to be remoulded till it fitted in, then and then only could it be officially 
accepted. That this ceremonial music itself is in many respects an arti- 
ficial production stands to reason. When the Yueh>-chi speaks of the 
music of the clan festivals, it depicts them as decorous celebrations, 
ignoring their origin. Comparative ethnology teaches us that the actual 
songs sung at clan festivals were far more archaic, though their meaning 
and portent was certainly not less deep or mystic than that of any clas- 
sical text. The ancient terminology was maintained, but the interpreta- 
tion was biased to the extent of giving a false representation of the real 
facts. 

In some cases the materials that had to be remodeled by the literati 
set them some difficult problems. For instance the songs of the Book 
of Odes so clearly showed their original character of folksongs, that the 
literati needed all their ingenuity to force them into the classical mould. 
Some of them, the odes of Cheng and Wei (ij5, Shih-chingy Book VII 
and IX), ancient love-songs, they had to give up as being impossible to 
remould. Therefore the literati labelled them irrevocably with their 
hie niger est^ md in Chinese literature they are, quite wrongly, always 
used to denote lewd and vulgar music. I need not discuss this question 
further here, since it has been analysed already by M. Granet in his 
pioneer researches on the Book of Odes. 

Thus the conceptions of music as expounded in the Yiieh-chi did 
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not answer real conditions : neither the music at the court, nor' the music 
of the people could pass the muster set by these literary standards. This 
is only natural, since music is a very human art, that develops spontane- 
ously, unhampered by moral or philosophical considerations. 

Even though we can hardly see conditions of the pre-Han period 
except through the^ documents drawn up and refashioned by the literati, 
indirect information definitely points to the fact that popular music, 
theoretically designed as the ‘‘lewd notes of ChSng was much in 
favour at the court and among the populace. Prince Wen of Wei (426- 
387 B.C.) expressed his preference unequivocally when he said : ‘When 
in full ceremonial dress I must listen to the Ancient Music, I think I shall 
fall asleep, but when I listen to the songs of Ch^ng and Wei, I never 
get tired Thus in the period preceding the Plan dynasty the Ceremonial 
Music was forced to the background by the ever-waxing influence of se- 
cular music. To use the words of the great historian Ssu-ma Ch‘ien 
born 145 B.C.) : ‘The right way of government decayed, and 
the music of Cheng (see above) prospered. The feudal lords and here- 
ditary princes made their names famous in neighbouring states, and vied 
with each other in power. Since Confucius could not cope with the 
singing girls sent by Ch‘i,55) ^nd had to give up his position in Lu, although 
retiring he rectified the music in order to lead people to the right path, he 
composed the Wu-chang music in order to criticise the trend of the times, 
but none heeded his counsels. The decay went on and in the period of 
the Six States the feudal lords indulged in dissipation and idleness. 
Then it was impossible for them to return to the right path, they lost 
their lives and their families were exterminated and all the states were 
unified under Ch‘in ' (®ia, mm, mumm, mmm, 

Official recognition of popular music came under the reign of Empe- 
ror Hui (,^'i^‘f, 194-188 B.C.), when a special bureau for this was establish- 


53) Cf. Lun-yii, Book XV, ch. 10 ; Book XVII, ch. 18. 

54) Cf. Yueh-chi, cf. Ill, 6. 

55) This incident is referred to in Liin~yu, Bk. XVII, ch. 4, Legge adds the note ; 
* In the 9th year of the dulce Ting, Confucius reached the highest point of his official 
service. He effected in a few months a wonderful renovation of the state, and the neigh- 
bouring countries began to fear that under his administration Lu would overtop and 
subdue them ail. To prevent this, the duke of Ch’i sent a present to Lu of fine horses 
and of 80 highly accomplished beauties. The sage was forgotten, government neglected. 
Confucius, indignant and sorrowful, withdrew from office, and, for a time, from the coun- 
try tOO.^' 


ed. This bureau was called yueh-^fu and its task was to collect and 
record popular songs. Later these songs themselves were also called 
Yileh“fu. When the Emperor Wu 140-87 B.C.) fixed the rites for 
the sacrifices to Heaven and Earth (chiao-ssu this bureau was reor- 
ganized, and considerably widened in scope. Well-known poets like Ssu- 
ma Hsiang-ju Jp, 179-117 B.C.) and Li Yen-nien second cent. 

B.C.) were ordered to investigate and correct the popular songs assembled, 
in order that charming melodies might be properly harmonized, and the 
accompanying texts polished, to make them more enjoyable for a culti- 
vated and refined audience. 

In later literature it is stated that the Yiieh-fu was instituted in order 
to choose and put on record such folksongs as were considered to be of 
an edifying and elevated character, to ameliorate the morals of the people. 
But in my opinion this is clearly the distorted point of view of the Con- 
fucianist school of thought. The original function of the Yiieh-fu was 
certainly not to restrain popular music, but on the contrary to encourage 
it, and to assemble as many gay songs fit for entertainment as possible. 
This is shown, e.g., by a passage from the Account of Rites and Music 
of the Han History where the endeavours of Emperor Ai (:^ 

6-1 B.C.) to curb the rampancy of popular music are described ; a 
commentator adds : ‘ Although the Emperor Ai stopped the songs of 
Ch^ng and Wei, and restricted the number of officials of the Yiieh-fu, 
he did not succeed in establishing elegant music on the basis of the Clas- 
sics and the ancient rules ’ 

^fft#l). If the Yiieh-fu was intended to control popular music, the Em- 
peror would have enlarged, and not restricted, the number of officials. 

Equally abortive were the efforts at a reform in favour of music 
conforming to literary standards made by Ho-chien Hsien-wang 
the son of the Han Emperor Ching 156-141 B.C.). The growth of 
secular music was further encouraged when Central Asiatic music, the 
so-called Hu-yiieh SgH, became increasingly popular in China. The 
class of Palace Music called Huang-min-kit-ch'ui-yueh JCf Music 
for entertaining the guests at Palace festivals and banquets, occupied a 
much more important place than Ceremonial Music, and its influence 
grew with every succeeding dynasty. 

This light music reached its zenith during the Sui (590-618) and 
T’ang (618-907) periods.^^’^ In those times it did not, however, any long- 
er derive its inspiration from Chinese popular music : the Yueh-fu genre 

56) Cf. the fundamental study by K. Hayashi : Sui^fang'-yen--yueh-^tiaO'‘yen’'Chiu 
Shanghai 1935 ; appeared only in Chinese. 
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had become a literary , style, cultivated by scholars as an archaizing (ni- 
ku m&) sort of poetry, cut off from its living root, the folksong. Foreign 
modes and instruments prevailed, and an enormous amount of Indian 
and Central Asiatic music was adopted,^^^ , And these foreign' airs were 
not even in accordance with the twelve sonorous tubes, on which all Chi- 
nese musical theory has been based since times immemorial. We read 
in the Account of Music of the Liao History ‘ The 28 foreign 

modes are not fixed by means of the Chinese sonorous tubes, but by the 
strings of the p’i-p’a’ m-hAH, Even songs belong- 

ing to a semi-popular, but essentially Chinese class of music, were reset 
on Central Asiatic modes.^^^ 

When the highest social circles set such an example, it can be easily 
under stood that the music that was heard in the streets and at social 
gatherings was still further removed from the literary standards fixed 
by tradition. Still it formed a part of the daily life of the literati and of 
the common people. We have but to read through essays and poems of 
the T’ang period to see how immensely popular this so-called 'vulgar ’ 
music was with the gay and pleasure-loving people of that time. Yet, 
when one leaves through the scores of voluminous works on music refer- 
ring to that period, one finds involved speculations on the absolute 
pitch of the ground-note, and other abstruse questions of musical theory, 
but not a word about popular, let alone about foreign, music. For 
this music was contrary to established literary principles, and there was 
no recognized precedent for it ; so it was simply ignored. This is 
one of the many cases where the records drawn up by the literati give a 
biased representation of the actual conditions. 

Returning now to the Yiieh-chi we can, after the above discussions, 
state that already about 400 B.C., when these conceptions were formu- 
lated, they were neither in accordance with the conditions prevailing at 
the time, nor did they give a good idea of the situation during past cen- 
turies. Still less could they be applied to the evolution of music during 
subsequent dynasties. Notwithstanding this the Yiieh-chi was, and re- 
mained, the only standard text on music recognized by the literati, and 

57) In the Account of Music in the dynastic history of the Sui period 

we find the following amazing enumeration of seven musical departments instituted by 
the Emperor Yang 605-616): (-tl 

it, 

58) ; according to Chinese tradition the size of each of the twelve 
sonorous tubes was determined by the number of grains of millet it could contain ; the 
basic tube Huang-chung should contain exactly 1200 grains. 

59) Cf. the remarks of Hayashi (op. cit. p. 61) regarding ch^ing^shang-yueh 
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thus by official historians; • 

This digression into the history of music in •general was necessary^ 
because in my opinion the discrepancy between actual musical conditions 
and the standard set, by literary tradition was one of the factors that caused 
the creation of the ideology of the Lute, and strongly influenced its further 
evolution. 

Although the : literati ignored what they called 'vulgar' music in 
their learned musical dissertations, they were of course perfectly aware 
of its existence, and moreover liked it immensely. This is sufficiently 
shown by an inspection of the many old paintings which depict the life of 
the literary class : there one sees gatherings of literati, assembled on a 
beautiful spot in the open, and enlivened by a bevy of fair damsels, who 
play the three-stringed violin, the cither and a great variety of other instru- 
ments, all introduced from foreign countries. This popular music was 
in fact the only kind of music that the greater part of the literati could in 
reality hear. For the Ceremonial Music was only performed on special 
occasions, and for a limited audience. Yet, although known often only 
from books, the Ceremonial Music and literary musical standards had 
officially to be kept intact. For if popular music were allowed to invade 
also the sacred domain of literature, classical ideals might become endan- 
gered, and therewith the very foundations of the State. 

It is here that the significance of the Lute becomes apparent : it was 
the only instrument that, although properly belonging to the ceremonial 
orchestra, and boasting of a venerable age, pure Chinese origin and cons- 
tant association with the most holy Sages of Confucianism, could still 
be played in private life as a solo-instrument, and still demonstrate all 
the high musical ideals fixed by literary tradition. 

Since ancient times notions that perfectly harmonize with classical 
ideals were associated with the Lute. For instance, in the Yiieh-chi 
it is said that music belongs to Heaven, and as such may assist man to 
regain his original heavenly nature. Now, as the philosopher Huai-nan- 
tzu observes, the Lute was created in mythical times to provide man with 
an instrument to regain his original serenity : ' to make man return to 
his divine origin, to restrain his low passions, and make him I'evert to his 
heavenly nature (op. cit. In the CKin-tsao^^'> 

this idea is formulated as follows : ' Fu-hsi made the Lute, whereby to 
restrain falsehood, to guard the heart against low desires, that man 
. might be cultivated and his nature regulated, to make man return to what 


60) Cf. Appendix 11, 1. 
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is 'truly heavenly m;him’ ■ 

/ ■ . . Further, the Yileh-ehi that music, was used by the Ancient Sages 
to , regulate the Realm. ^ ^Now in, the Book of History, in, Huai-nan-tzu, 
and several other philosophical texts of the period, the following line is 
quoted ' When Shun was' Emperor, he played the five-stringed Lute, 
and sung the song Nan-feng, and the. Realm was regulated' 

Wise men .of later times should also cultivate 
Lute music, to illustrate the benevolent rule of the Ancient Sovereigns : 
‘ to play the Lute in order to sing the sway of the Ancient Kings ’ 
ch. 2). 

Already the Chinese word for Lute in itself pointed to this high 
destiny. As is well known, a favourite Chinese way of explaining a word 
is to couple it with a homonym. So in the Book of Rites, Li-chi^ the word 
' virtue ' Chin, te is explained as ti ‘ possessing (rectitude) ' In 
the same way the FSng-su-fung-i explains the word chHn ^ (lute), 

by coupling it with the homonym chin which means ‘ restraining 
The text reads : ‘ Lute means restraining. With this instrument licen- 
tiousness and falsehood are restrained, and the human heart is rectified h 
This phrase makes, according to Confucianist teachings, the Lute an 
instrument for ‘ nourishing the heart ' yang-hsin The philosopher 

Mencius observes : ‘To nourish the heart there is nothing better than to 
make the desires few. Here is a man whose desires are few- — in some 
things he may not be able to keep his heart, but they will be few. Here 
is a man whose desires are many — in some things he may be able to keep 
his heart, but they will be few' (Cf. Legge, Mencius, Book VII, 35). 
Thus the Lute, through its capacity for restraining human passions, was 
a suitable instrument for everyone desiring to become the ideal statesman 
and ruler of the Confucianist school of thought, the Superior Man, the 
Chiin-tzu 

So the Lute became one of the indispensable implements belonging 
to the outfit of the scholar, it became a symbol of literary life. As an old 
text says : ‘ The Superior Man does not suffer the Lute to be separated 
from him during one single moment Also from a practical point of 
view it was suitable for solitary enjoyment. Scholars with musical incli- 
nations could, when reciting the songs of the Book of Odes, Shih-cMng, 
or some famous old essay, accompany this on the Lute, as an elegant en- 
joyment, sanctioned by tradition. Literati who, despite the trend of the 
times, clung to a strict observance of ancient principles, also with regard 

61) Fing-su-t*ung~i cf. below, p. 71. 



to music, considered the Lute as the stronghold of the music of the anci- 
ents, since here in one instrument were combined all the elevated con- 
ceptions expressed by the Ceremonial Music. Therefore they deepened 
its significance, in order to remove it farther from ordinary music, and to 
consolidate its position as the treasure house of true music, and the only 
officially recognized musical instrument of the literary class. 

So we see that the very fact that music in general became the oppo- 
site of literary musical ideas, caused these conceptions to be ever more 
withdrawn in the narrow circle centring round the Lute. The more 
popular and foreign music advanced, the more the system of ideas con- 
nected with the Lute was enlarged, and elaborated on the basis of an- 
cient classical passages. It was in the course of this process of emphasiz- 
ing the difference between the Lute and secular music that the ideology 
of the Lute was established and developed till it became a separate system 
of thought. 

This tendency to stress the isolated position of the Lute as the one 
instrument of the true Confucianist scholar, appears constantly in the te- 
nets of chfin ideology. Efforts are made to keep Lute music for the use 
of the literary class only, that it may not be tainted with vulgar or foreign 
influences. Already for purely practical reasons the Lute lay outside the 
I'each of the common people, since good instruments were expensive, the 
technique of playing extremely difficult, and teachers rare. The lower 
classes could afford to buy a guitar or a violin, and play popular tunes on 
it, relying on the ear ; but the Lute had its own complicated system of 
notation, incomprehensible for those not specially educated in literature. 
In addition to this, artificial barriers were drawn up : explicit rules define 
the classes of people to whom the Lute may be played or taught. These 
lists are highly instructive. They mention, e.g., merchants and vulgar 
people as unqualified for occupying themselves with the Lute, thus under- 
lining the tendency to keep the Lute reserved for the small circle of the elect. 

Many of these rules can only be appreciated in their real significance 
by comparing them with the actual conditions of music which I described 
above. We find, among the people who are forbidden to touch the Lute, 
for instance singing girls and actors. That this group was included is 
evidently in protest against the fact that at the more intimate parties at 
the court the Lute was also played to execute Yiieh-fu songs. This 
kind of music is even registered as a special class, the so-called cKin- 
cWu-ho'Az'u That many handbooks for the Lute also exclude 

62) For a collection of poems sung to this music cf. Yueh-fu-shih-chi 
by Kuo MaO“Ch’ien Sung period), chapter VI 11. 
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Buddhist priests from Lute music, and sharply denounce the music of 
foreign countries as ‘ barbarian ^ is doubtless to be interpreted as a re- 
action against the ascendency of the Indian and Central Asiatic elements 
in secular music. In the next section of this chapter I shall discuss these 
rules in more detail. The examples given here may sufRce to show that 
the break between real musical conditions and Confucian literary musical 
ideals was one of the factors that promoted the evolution of chhn ideology. 

Next to this social factor, which for convenience sake may be called 
Confucianistic, there was also a second, that might be called the Taoistic, 
lying in quite another domain of culture, viz. that of religion. 

This second factor which promoted the coming into being of ch’in 
ideology is also slightly involved, and makes a detailed explanation neces- 
sary. 

As mentioned above the Lute was considered as a means for re- 
gaining man’s original purity by restraining low desires and banishing 
evil thoughts. This belief in the original purity of human nature, doubt- 
less one of the fundamentals of Chinese thought, is one of the most im- 
portant links that connect Taoism and Confucianism. But the Taoist 
and Confucianist explanations and appreciation of this conception differ 
considerably. 

For the Confucianist, purity of nature is one of the accomplishments 
of the Superior Man. He reaches this state of perfection by a cultivation 
of the person, and by rectifying the mind. The Superior Man should 
always preserve this purity intact. Then he becomes the ideal States- 
man and the ideal Ruler, 

In Taoism, however, speculations regarding the original purity of 
human nature rise far above the very earthly teachings of Confucian- 
ism ; human nature is considered from a cosmic point of view. For the 
Taoist the Universe is a manifestation, one peculiar aspect, of an all- 
pervading, supernatural agency, indicated by the term Tao, which gave its 
name to the system. It is difficult to find for this term one entirely satis- 
factory equivalent; the Way seems most convenient. This Tao is pre- 
sent in all things, in the most elevated as well as in the most base. The 
aim of Taoism is to learn to see one’s own self as a part of this Tao, so as 
to reach a complete reunion with it. Taoist writings constantly men- 
tion, as a condition for reaching this state of highest bliss and delivery 
from all earthly bonds, a regaining of the original purity. This original 
purity may be reached by returning to the utmost simplicity, both in men- 
tal and physical aspects. One must do away with all the superfluous things 
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with which: man has surrounded himself,; thereby better to be able to con- 
centrate upon the essence of Tao, and by such introspection attain the 
primordial serenity. In the .Tao-te-ching this is called returning 
to the root, and so regaining serenity 

Taoist writers give several descriptions of this state of complete 
reunion with Tao. Lieh-tzu describes this blissful condition as follows : 

After nine years (of meditation under the guidance of a master) I gave 
up speaking and thinking, I did not know the difference between benefit 
and damage, I did not know whether my master was really my master, 
nor yet that another was my friend. Outer and inner life had completely 
melted together. Thereafter the five senses also melted together, I 
could not determine whither sensations came. My mind was frozen, 
my body free, flesh and bones seemed to have become rarified. I did 
not know on what my body rested, nor did I know what was under my 
feet, I was borne hither and thither, like a leaf that falls from a tree, 
or like dry chaff; without knowing whether the wind was riding on me, 
or I on the wind. 

Another description of this state of detachment from earthly bonds 
is given in a passage in the works of the philosopher Chuang-tzu : ‘‘ For- 
merly I dreamt that I was a butterfly, freely fluttering about, just as it 
liked. I did not know that it was I. Suddenly I awoke, and realized 
that I was L Now I wonder whether I dreamt that I was a butterfly, 
or whether I now am a butterfly, dreaming that it is 

For the method of meditative self-culture, Chuang-tzu coined the 
term Yang-sMng nurturing (the spiritual life)'’. In the chapter 

that has this title as its heading he says : ‘‘ If one takes Tao as standard, 
then one may preserve one's body, complete one's life, and exhaust one’s 
term of years This yang-sMng is to be compared with yang-hsin, 
mentioned above with regard to Confucianist teachings : for yang-sMng 
also, a restraining of desires is obligatory. 

These early Taoist conceptions are the foundation on which the most 
imposing monuments of Chinese thought are built. It seems, however, 
that these teachings were taken in their literal sense already at a fairly 

63) Op. cit,, ch. U : 

64) Op. cit., ch. 

65) Ch. II, last passage: 

66) wMim, 
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early date. Especially in the first century A.D., when Taoism was re- 
organized after the example of Buddhism, the accent fell more and more 
on the materialistic aspects of meditation. Meditation was no longer 
exclusively considered as a means for salvation, but chiefly as a means for 
obtaining occult powers, to perform all kinds of magical feats. So the 
passage of Lieh-tzu quoted above was interpreted as a description of a 
method^ of accomplishing levitation, while Chuang^tzu’s definition of 
yang-sheng was taken to refer to the art of prolonging life. The lofty 
teachings of Taoism degenerated into alchemy, aiming at transmuting 
metals and finding the elixir of Immortality. 

Now leturning to the Lute, we see that the fundamentals of ch’in 
ideology described above fitted in exactly with Taoism, both with its 
philosophical and with its alchemistic aspect. 

Playing the Lute purifies the nature by banishing low passions, there- 
fore it is a sort of meditation, a means for communicating directly with 
Tao. Its rarified notes reproduce the “ sounds of emptiness and so 
the music of the Lute tunes the soul of the player in harmony with Tao. 
Further, as we shall see below, the measurements and the construction 
of the Lute all stand for cosmic elements, so its contemplation is con- 
ductive to a realization of eternal truths and cosmic harmony. 

Therefore it is only natural that the passages of Lieh-tzu and Chuang- 
tzu quoted above were taken as subjects for Lute compositions. During 
the Sung dynasty Mao Chung-wSng composed the tune Lieh-tzu-yii 
feng Lieh-tzu riding on the wind and in the Yiian 

period Mao Min-chung composed the tune Chuang-tzu-meng-tieh 
ffiTPH) '' Chuang-tzu dreaming of the Butterfly The latter 
m particular is a very delicate composition, with striking passages entirely 
in harmonics, which suggest the detached state of mind indicated by 
the subject. 

Seen from the more materialistic angle, playing the chhn was a 
means for purifying the body, thus bestowing upon the performer free- 
dom from sickness, and longevity. To obtain these blessings neo-Taoistic 
writers recommend, next to fasting etc., also excercises^^^ for learning 

67) A most detailed description of all these exercises is given in the Tsun-shing-pa^ 
chten (cf. Appendix II, 4), the section Ch^ ing-hsiu-miao~lun if Further I refer 

to the excellent article by Henri Maspero, Les procedes de “ nourrir leprincipe vital dans 
la religion taoiste ancienne (Journal Asiatique, vol. ccxxix, 1937). A convenient sum- 
mary of the materialistic side of Taoist teachings is given in O. S. Johnson, A study 
of Chinese Alchemy, Shanghai 1928; see also M. Chikashige, Alchemy and other chemical 
achievements o/ the ancient orient, To^yo 1936, and A. Forke, Geschichu der mittel- 
alterlichen chinesischen Philosophie, Hamburg 1939, P. 131 sq. 
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to, regulate breathing, Now playing the Lute is said to 

harmonise the circulation of the blood, thereby regulating the breathing. 
In this way the Yital Yang-essence in the body is cultivated, and evil in- 
fluences are driven away. As the philosopher Kuan-tzu observes: 
‘ to regulate the blood and the breath, in order to obtain longevity ^ 

Therefore the Lute is allotted a very special place amongst the Treas- 
ures of the Library : playing the Lute can not be mentioned in one and 
the same breath as playing chess, or other literary pursuits. In the 
Questions and Answers on the Study of the Lute,^^^ we read : / Question : 
Which is more, the Lute or chess ?— Answer : The quadruplet Lute- 
chess-calligraphy-painting has been used since the time of Hui-tsung 
(1101-1125) of the Sung dynasty. But in reality the Lute is an instru- 
ment that embodies Tao, and as such it is entirely different from chess. 
The Lute is near to Taoism, it teaches one how to subdue the scheming 
mind. To illustrate this the tune was made. But 

for playing chess one needs just such a scheming mind. Chess experts 
often suffer from hemoptysis, and general decline in health. The Lute, 
on the contrary, driving away sickness, is a first basis for attaining pros- 
perity. Therefore it is quite the opposite of chess.’ 

In this connection I may also quote an anecdote about the Sung 
poet Lin Pu better known by his posthumous name Ho-ching 
967-1028): he excelled in playing the Lute and in calligraphy, but he 
was not very good at playing chess. He used to say : ‘ All things of 
this world I can generally understand ; only I cannot bear myself to be 
defiled by playing chess.^®^ 

68) Ch'm--hsueh-is"ung-shu, c£. Appendix 11, No. 7 : jig, 

69) A famous Lute tune, composed during the Sung period by Liu Ghih-fang 
Most ch*m-pu explain this song as follows: There was an old fisherman, 

who used to talie delight in long trips on the sea. The flocks of gulls were so used 
to him, that he could pat them. His wife knew of this, and one evening when he 
came home, she said to him : I like gulls. Why not bring one or two with you, 
so that I may enjoy looking at them ? At dawn the fisherman went out. But the 
flocks of the gulls flew high, and did not come down to him. 

& This parable is an elaboration after a passage of Lieh-tzu 

11, 11; its meaning is that as long as man is without desire, without a ‘ scheming 
mind’, he shall live in complete harmony with nature. 

70) Lin Pu shows the typical mentality of the Lute player : he did not care for 
worldly things, did not marry or adopt sons, but spent his days in a secluded abode, 
where he cultivated plum trees and reared cranes. People therefore used to say of him : 

‘ The plum trees are his wife, the cranes his sons ’ 
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Lute amateurs indignantly protest against the designation of Lute 
music as an art m: for it is far more than that, it is a Way, a path of wis- 
dom, Tao 

From the above it will be clear that next to the influence of Con- 
fucianist literary tradition, Taoist conceptions also contributed to the 
formation of ch‘in ideology, and promoted its further development. As 
was also pointed out above, the Lute was, however, played only by a 
comparatively small number of the literati. Therefore, to explain the 
wide divergence of ch‘in ideology, to the above-menitioned factors a third 
one must be added, viz. the psychological one. 

This psychological factor can be described in a few words. Few 
scholars were expert on the Lute, but on various occasions in official 
and private life they enjoyed popular music. Now the Lute supplied a 
means of self-justification for these scholars, both to other people and 
to themselves. In all sorts of mixed company the scholar could listen 
with delight to performances of popular music, and from time to time 
lustily chime in with some gay song ; but when asked about his views 
on music, he could gravely point to the Lutes hanging up in his library, 
and thereby definitely remove all doubts that might exist with regard 
to his elevated disposition. On the other hand, returning from a noisy 
banquet with some old friends, enlivened by the presence of some charm- 
ing singing girls, the scholar could, in the silence of his library, take the 
Lute from ks brocade cover, burn incense, and touch a few strings, there- 
by convincing himself that, although he might temporarily amuse him- 
self with vulgar music, in order to while away some moments of leisure, 
in reality he only appreciated the sacred Music of the Ancients. 

There could be mentioned also other reasons for the coming into 
being and further evolution of ch‘in ideology, but in my opinion the three 
factors mentioned above must be considered as the decisive ones. I 
have discussed these three factors here separately, but it goes without 
saying that in the literature on the Lute it is impossible to make such clear 
distinctions, and various views are found woven together. 

Only in a few cases are the Confucianist and Taoist spheres of thought 
cleaily differentiated as, for instance, in the two characteristics that should 
mark Lute music, viz. chin ‘ restraining ’ and hsiin |g, ‘ following ’, 
defined in this way : ‘ Restraining means driving away the false nature 
constituted by wantonness and low desire. Following means nurturing 
the Right Essence of balanced harmony ’ 


71) See below, p. 82, 
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(Liu Yil, preface to Yang Piao-cheng's ch^in-pUj cf. App., II, No. 12), 

Both views are also summarized in the two fixed epithets of the 
Lute, viz. ya ‘ accomplished, elegant ’ and miao ' wonderful 

The question arises which of the two factors mentioned above had 
most influence on the development of chfin ideology. As far as I can 
see, the answer must be that it was Taoistic ideas that predominated 
in the evolution of this system of thought. One might say that the for- 
mulation of the fundamental thoughts of ch fin ideology is Confucianistic, 
but that their contents are typically Taoistic. The literati, being as a 
rule of an eclectic disposition, accepted these Taoist teachings, since 
they did not clash with classical ideals, nor detracted from the special 
high position of the Lute. 

Herewith we must also take into consideration the fact that the 
Taoist considerations mentioned above corresponded directly with the 
most archaic, the pre-classical, Chinese notions. Taoism was the recep- 
tacle in which archaic Chinese thoughts were preserved. For instance 
cultivating the Yang principle, the essence of light and vitality, is a very 
old conception : hence jade, cowry shells and other objects, credited with 
possessing a great amount of Yang power, were deposited in the tomb 
together with the deceased, to guard the corpse, and thereby the earthly 
spirit p'o gi against decay. Thus the notion that playing the Lute 
strengthens the Yang essence and thereby prolongs earthly life, fits in 
with the most archaic conceptions. 

Through this preponderance of the Taoist element, chfin ideology, 
notwithstanding the Confucianist tendency to keep the Lute as purely 
Chinese as possible, still remained open for foreign influences, as long 
as these were not detrimental to the sacred character of the Lute. These 
foreign elements are mainly Buddhist, and through Taoism some later 
schools of Mahayanic Buddhism, which might be comprised under the 
general name of Mantrayana, had some influence on the Lute. The 
alchemist teachings of neo-Taoism show too many striking affinities 
with Mantrayanic magical practices, for there not to have existed much 
interaction between them. Just as Taoist sorcery aims at prolonging 
life, levitation, subduing devils and other magical powers, so the Man- 
trayana teaches that the devoted practitioner may acquire the astasiddhi, 
the eight magical powers, i.a. levitation {laghimd), becoming invisible 
{adrgyd), etc. To obtain these siddhi’s Mantrayanic texts describe in 
detail complicated rituals, different according to the special deity worship- 
ped and the aim desired. But the preliminaries remain the same : the 
practitioner must bathe, put on new clothes, then choose a clean place 
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in a quiet abode, and burn incense. Only then may he go on to the draw- 
ing of the magic circle (mandala), 2,nd in the centre thereof imagine, 
or actually build, the altar. After these preparations he may start on 
the execution of the ritual. 

Now when we read in the handbooks for the Lute player the elaborate 
rules describing where and how the Lute may be played, we cannot fail 
to notice their striking resemblance with Mantrayanic magical rites. To 
begin with, the table with the Lute on it is constantly referred to as ch’ in- 
tern Lute Altar . This altar should be erected preferably on a 

beautiful spot in nature : it must be far from all worldly noise, pure, and 
surrounded by exquisite scenery. In the next section of this chapter I 
shall give more particulars. This short description may suffice to show 
the affinity with the rules given in for instance the Mahavairocana-sutra 
for tse-tt gia ‘ choosing the place (for erecting the altar)’: there it is 
said that one should select a mountainous landscape, with trees and ri- 
vulets ; borders of streams, frequented by wild geese and singing birds, 
a pure and secluded abode.^^) j-gggjnbig Man, 

trayanic ritual : before touching the Lute the player must don ceremonial 
dress, wash his hands, rinse his mouth, and purify his thoughts. After 
having burned incense he may take the Lute from its cover, and place it 
on the Lute table. Then he should sit down before it in a reverent 
mood, and regulate his breath and concentrate his mind. His body 
should be kept steady and erect, ‘ unmoving and imposing like the T’ai 
shan . 'i et his mental attitude must be humble, ‘ as if he were standing 
before a superior 

That thus playing the Lute became a magical act, a ritual for com- 
municating with mysterious powers, is, in my opinion, doubtless due 
to this indirect Mantrayanic influence. 

Further the Lute underwent Buddhist influences directly. There 
were many Lute players among famous monks”\ like, during the T’ang 
peiiod. Master Ying ggj, and, during the Sung dynasty, I-hai and 
Liang-yu Some Indian priests when they came to China also brought 

Lute-like instruments with them, and Chinese scholars studied these 
foreign instruments in connection with the Chinese Lute. We find. 


72) Taisho-issaikyd 65^ No. 848, translated by Qubhakarasimha 
Tang period. C{. Hobogirin, dictionnaixe encyclopedique du Bouddhisme d’aprte les 
sources chinoises et japonaises, 1937, s. v. chakujl These Indian ideas fitted in with 
Chinese conceptions of the salutary eifect of contemplating beautiful scenery ; see 
below, section 3 of this chapter. 

73) Cf. Ch’in-shih (Appendix II, No. 9), ch. 2. 
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e.g., that Ou-yang Hsiu ■1007-1072), famous poet and scholar of 

the Sung period, praised in a poem^'^^ the performance of the monl^ Ho- 
pai t-nS on an Indian stringed instrument (probably tht vmd), 

A curious result of this direct Buddhist influence is the fact that 
among the better known ch’in tunes there is one entitled Shih~fan 
‘ Buddhist Words which is nothing' but a Mantrayanic magic formula, 
a dhdrant (Chin, pggM) translated chen-yen The music of this 

tune is decidedly Indian, vibrato’s and glissaiido’s reproducing the fre- 
quent melismes used in Buddhist polyphonic chant in China and Japan 
up to this day. The words are also given, for the greater part in tran- 
scribed bastard Sanskrit, the usual language of dharani’s, and starting with 
the stereotyped opening formula ‘ Hail to the Buddha ! Hail to the 
Law ! Hail to the Community ! ’ (namo buddhaya namo dharmaya namah 
samghaya 

As far as I know the first printed text of this tune was published by 
Yang Lun in his ch’in-pu Po-ya-hsin-fa (preface dated 1609 ; cf. Ap- 
pendix II, No. 13). The editor added a commentary, which is an inter- 
esting example of the scanty knowledge that the literati in general pos- 
sessed of Buddhist texts. He says : ‘ I find that this tune is a magic for- 
mula by the Ch’an Master Pu-an, which later people set to music. Ori- 
ginally Sanskrit has the sounds erh-ho, san^ho and each repre- 

sented by a letter. In Chinese script only the notation for the Lute has 
these letters. Therefore the Mirror of the Rhymes of the Seven Sounds^"^ 
originated in India, answering to the seven strings of the Lute. This is 

74) Cf. Collected works of Ou-yang Hsiu, ^54:^, ch. 3, the poem Sufig-ch^in-smg- 
ho-paL 

75) Curiously enough this tune seems rather popular : it is included in the reper- 
toire of the a, and in 1929 a version for the san-hsien was published (cf. Yin-yileh- 
tsa-chih ‘ Music Magazine Vol. I. 5, Peking, 1929) 

76) Erh-hOf san-ho and ssii-ho are technical terms used in Chinese transcriptions 

of Sanskrit texts, indicating that the two, three, or four characters preceding the sign 
should be contracted ; e.g., is to be read rva, and not riva, is to be 

read stri, and not sitari, etc. The author connects these signs with the same indications 
used in ch’in annotation, where they mean : ‘ make this note sound together with the 
preceding one (erh-ho), or with the two preceding ones (san-ho) ; for instance one plucks 
the fourth string, whilst the sound of a vibrato produced on the second string, has not 
yet died away. From this queer association one would conclude that Yang Lun mis- 
understood entirely the meaning of Srh~ho etc. in Sanskrit transcriptions. For a detailed 
discussion of the system the Chinese used for transcribing Sanskrit texts I may refer to 
my book Hayagriva^ the Mantrayanic Aspect of Horse Cult in China and Japan^ Leyden 
1935 ; p. 48 : The reading of the magic formulae. 

77) ChH-yin’-yun-chien : these four characters look like the title of a book, though I 
could not identify it as such. 
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the origin of them (i.e. of the Seven Sounds). Those tones which for- 
merly were sung by the monks in the garden of Anathapindada,^®^ are 
now adapted to the Lute. The music wherewith Gautama Buddha could 
subdue a mad elephant and cure the bites of venomous snakes, can now be 
used to make cranes dance and for taming pheasants. Although Con- 
fucianism and Buddhism fundamentally originate from diiferent sources, 
their music mysteriously forms a true bond between them, although at 
first sight one would be inclined to dismiss this idea with a laugh.’ ^ mPi 

[ 6 , mm 

Mm, 

The priest Pu-an lived from 1115-1169, and was famous for his ma- 
gical powers. He is said to have been able to heal maladies, command 
ram and drought, and to perform other magical feats. He left a book 
in three chapters, entitled Pu-an-yin-su-cK an-shih-yu-lu 
It would seem that Yang Lun connects the seven kinds of sounds dis- 
tinguished by Indian grammarians (guttural, palatal etc.) with the seven 
notes of the Chinese scale (kung, shang, chiao, chih, yii, pien-kung, pien- 
chih). With regard to this amazing statement I may draw attention here 
to the fact that Chinese scholars with Buddhist interests often were very 
well read in the Buddhist Canon, but seldom showed any knowledge of 
the real conditions depicted in those texts ; further it is worth noticing 
that they were firmly convinced that Indian civilization was a kind of far- 
off and deteriorated Chinese culture. 

Ch’m-pu of the Ch’ing period usually include this tune Shih-t’an, 
always adding the remark that the musical notation was drawn up by the 
poet and Lute expert Han Chiang {ng, style : Ching-cheng miE, lite- . 
rary name Shih-kSng lived in the beginning of the Ch’ing period). 

I have tried to find out where Han Chiang obtained this formula and its 
music, but without result : even for a Lute player he was an extremely 
eccentric and cantankerous fellow, who never married but spent his days 
roaming up and down the vast Ch’ing Empire, always dragging along his 
Lute and a couple of padlocked coffers with the manuscripts of his poe- 
tical warks.^« As the music of the tune Shih-t’an is doubtless of In- 



78) abbreviation of Sanskrit : Anat 

in Which wr: c 

to the Community by the rich merchant Anathapindada, 
h-nlighted One. Fa-hsien has - ’ 

tion, p. 75). 

Chiang’s detailed biography 


‘he favourite abod; of ffira!" l?Tas preVented 
... . .- V- -A a fervent worshipper of the 

given a description of this sacred place (Cf. Beal’s transia- 

in the Ta^chHng'^cM-fu-hsien-‘cM‘‘Chum^^^^i^ 



dian origin, I am inclined to believe that he heard it somewhere in a La- , 
maist temple. 

' „ In this way at least the other Indian tune among the Lute tunes ori- 
ginated.; In 1893 the Ch’an priest K’ung-ch’8n published a 

handbook for the Lute, entitled K'u-mii-cKan-chHn-pu To 

the usual repertoire of Lute tunes he adds some of his own composition, 
amongst others a Lute version of a chant sung by Lamaist monks, called 
Na-lo-fa-ch^u He added a colophon which says : ' In the 

autumn of the year 1888 I visited a friend in Peking. Wandering aim- 
lessly about, I came to the Chan-t’an-ssu,®^^ and there heard the lamas 
sing in chorus a Sanskrit chant, in clear and harmonious tones. I asked 
the people there what it was and learned that it was the old Na-lo-fa- 
ch’ii. The next day at noon I went there again, bringing my Lute 
with me, and asked the lamas to sing the chant once more. Then I ac- 
companied it on my Lute. Having thus obtained the whole tune in nota- 
tion, I gave it this title, that it may be put on record, at the same time 
following the example set by Shu Hsi^^dn writing his Pii-wang-shih, request- 
ing all highminded connoisseurs to correct it’ 

rr^WKiE^. 

I think it must have been in a similar way that Han Chiang obtained 
his version of the tune Shih-t’an. 

Be this as it may, these two examples will perhaps suffice to show to 
what extent Buddhism influenced Lute music, notwithstanding the Con- 
fucianist tendency to keep the Lute as purely Chinese as possible. 

s|{ 

Summing up the remarks in chapter I about the oldest history of the 


80) Na4o may mean the deity Narayana or it may stand for Na- 

rada or again for Naropa, the Indian Vajra-teacher, who in the 

11th century came to Tibet, and there acquired great fame ; the last alternative seems 
the most probable. Fa-cKii must mean here ‘ Buddhist (Pharma)-hymn’ although 
Chin, dictionaries only give it as a Taoist chant, much in vogue at the court of the T’ang 
Emperors (cf. Tz^u^yiian s.v.). 

81) ‘ Temple of the Sandalwood Buddha in 1900 destroyed by the Allied Forces, 

as it was one of the centres of the Boxers ; it stood near the present National Library. 
Cf. Arlington and Lewisohn, In search of old Peking, 1935, p. 134-135. As is shown 
above, K’ung-ch’en visited this temple only twelve years before the Boxer troubles 
broke out. - 

82) Shu Hsi, style Kuang-weiJ^®;, 3rd century A. D. He wrote six poems 
in the style of the Book of Odes, /SMz-ctog, in order to complete their number, which 
according to tradition was 311. These poems he called Fii-^wang tit, ' Supplementing 
what has been lost ’ ; they are to be found in the Win-hsuan ch. 19. 
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Lute, and the above discussions about the various elements of ch’in 
ideology, we may state that the Lute from the end of the Shang period 
appears as a part of the orchestra for sacred music. During the latter 
half of the Chou dynasty the Lute appears also in the orchestra of more 
worldly music, and at the same time as a popular solo instrument of 
the cultured class. Some of its features made the Lute particularly 
suited for retaining, more than any other instrument, certain ancient con- 
ceptions of a magical character, properly belonging not only to the Lute, 
but to music in general. The Lute being more widely used in daily life 
than the complete orchestra, the virtues ascribed to the orchestra and to 
music generally were gradually all transferred to the Lute. 

When the Confucianist school of thought was established, and actual 
musical conditions were found not to answer to the theoretical principles, 
the literati connected the archaic conceptions associated with the Lute 
with their secondarily evolved dogmas of a paradisaical antiquity, and they 
praised the Lute as the favourite musical instrument of the Holy Kings 
of olden times. 

Especially during the Han period, which was marked by a tendency 
to return to the glorified images of mythical antiquity, the position of 
the Lute as the unique symbol of all correct and accomplished music 
was further consolidated. Several special treatises on the Lute and its 
significance appear : the Ch’in-cWing-ying by Yang Hsiung 

53-18 B.G.), the ChHn-tao by Huan T’an (see above p. 34), and the 
CKin-tsao by the famous writer Ts’ai Yung (see App. II, No. 1). 

During the subsequent Chin and Wei periods, when Buddhism 
spread over China, and neo-Taoism flourished, the magical virtues of the 
Lute as being conducive to meditation, and prolonging life, were again 
stressed. From this period dates the celebrated CKin-fu ‘ Poetical 
Essay on the Lute by Hsi K’ang (®)i, style : Shu-yeh ui:g, 223-262). 
Here the mysterious virtues of the Lute are celebrated in exquisite lan- 
guage, and the materials suited for building Lutes are described. This 
essay may be called the best known literary production relating to the Lute, 
and quotations from it will be found in nearly every treatise on this 
subject; it may be found in the Win-hsuan 3;*, ch. 18. 

Protected alike by Confucianism and Taoism, and being also in 
accordance with Buddhist principles, the Lute was firmly established 
in its privileged position. During the Sui and T’ang periods, when 
popular music was prospering, the Lute was cultivated especially by the 
literati. It is at this time that we hear the names of famous Lute builders : 
for instance some members of the Lei g family. 



During the Sung dynasty it seems that the Lute was played in broad 
circles of literati : the literature of this period shows hundreds of ' poems 
and essays on the Lute, It was at this time that the scholar Chu Ch'ang- 
w8n composed his ChHn-shih cf. App. 11, No. 2), from which I shall 
quote below. 

When, after the Yiian dynasty, China was again united under a pure 
Chinese dynasty, the Mings, ^ there appeared a conservative tendency 
similar to that of the Han Period : a return to ancient Chinese stan- 
dards. The Ming dynasty saw the high day of Lute and Lute music ; 
the standard handbooks for the Lute were published, and endeavours 
were made to assemble the various elements of chhn ideology, and ar- 
range them more systematically. In the refined social milieus of the pe- 
riod, where the tea ceremony, flower arrangement, genre painting and 
other arts were enthusiastically practised, the Lute found congenial sur- 
roundings. 

As pointed out above, during the Chhng period the interest in the 
Lute waned gradually, to grow again in recent times. 

I may end this chapter with translating a passage from the CKin- 
shih of Chu Ch’ang-w6n, from which one may see how the development of 
the Lute and Lute ideology appeared to a scholar of the Sung period. 

‘ The music of the Lute prospered under the Emperors Yao and 
Shun, and during the Three Dynasties (i.e. Hsia, Shang and Chou). 
But since the beginning of the period of the Warring States, the accom- 
plished tones decayed and lewd music arose : people liked meretricious 
and decadent notes and were averse to harmonious and serene music. 
Prince Wen of Wei (426-387 B.C.) was a good ruler of those times, but he 
said : “ When in full ceremonial dress I must listen to the Ancient Music, 
I think I shall fall asleep.’^ (If a man of such an exalted position show'-ed 
so little understanding), how much worse then the ordinary people of 
those times must have been. Later the cither from Chhn, the barbarian 
flute, the liarp, the p’i-p’a and other similar instruments rose in succes- 
sion and spread, while the Lute fell into oblivion. When the Hans came 
to rule, they had no time for restoring the ancient customs, but Hsien- 
wang (son of Ching-ti, 156-140 B.C.) devoted much time to a study of 
the accomplished music. During the reigns of the Emperors Hsiao and 
Hsiian, Lute players like Mr. Chih, Mr. Lung, Mr. Chao and Mr. Shih 
for the first time used in their books on the Lute the expression Ya-cWin 
^ Accomplished Lute to distinguish it from vulgar music. Moreover 
Huan T’an (see above) and K’ung Yen (style Shu-yiian §1^^, 268-320) 
collected tunes of the Lute, and great Confucianist scholars of that time, 


such as Ma Yung (style : Chi-ch’ang 79-166) and Ts’ai Yung (see 
App. II, 1), especially loved this art (of playing the Lute). Therefore all 
the people of those times held the Lute in high esteem. Thereafter Yuan 
Chi (rcS, famous poet and Lute player, 210-263) and Hsi K’ang (fm, 
223-262) promoted the Lute. With the beginning of the Wei and Chin 
periods, famous literati and highminded scholars studied the Lute in ever 
increasing numbers ; I cannot set dovm here all their names which are 
recorded in history. Coming to the Sui and T’ang periods, there were 
many officials who cultivated this doctrine, but poets and artists who 
occupied themselves with the Lute were rare. Still there were some vir- 
tuous and wise men who wrote about the Lute, like Lii Wei, Li Liang- 
fu, Ch’6n Cho, Chao Wei-ch’ien, Li Yo, Chai Sung, Wang Ta-li, Chen 
K ang-shih and others. They are all said to have written books on the 
Lute, and their titles are registered in the bibliographical accounts of the 
histones of those periods, but I have not seen them, and neither have I 
heard whether they really understood the Lute or not.’®) 


83) Ch’in-shih, ch. 6 : 

wrnvmm, 


saitioiiii, asfKj 

itnsiii, mm, 



3. DISPOSITION AND DISCIPLINE OF 
THE LUTE PLAYER 

The Lute should be played amidst charming scenery, or in the library, 
before flowers, during a moonlight night in autumn, while burning 
incense — Rules defining the classes of people for whom the Lute may 
be played, and for whom not — Occasional sectarian views, excluding 
Buddhists— -Correct way of carrying the Lute, Lute pages— Ch*in-shih, 
the Lute Chamber — Ch’in-sh6, spiritual community of the Lute. 

‘ Mountains and water ’ shan-shui is the name by which in 
artistic treatises the Chinese designate a landscape, thereby determin- 
ing its two most essential elements ; in mountains and streams, vast and 
imposing, the eternal Tao shall reveal itself to the contemplative ob- 
server. 

Under an old pine tree, sitting on a steep bank overhanging a flowing 
stream, absorbed in the contemplation of far mountain tops severed from 
the earth by floating mists, such is the scenery with which Chinese 
painters love to surround the Lute player. 

When, borne on the unworldly and serene tones of the Lute, the 
mind of the player is purified and elevated to mystic heights, his soul 
may commune with the essence of the rugged rocks and vast stretches of 
water confronting him, and so he may experience a complete reunion 
with Tao. This atmosphere of wide, open nature should always accom- 
pany the Lute player ; ‘ though his body be in a gallery or in a hall, his 
mind should dwell with forests and streams 'P 

It was not only esthetical considerations, however, that caused this 
custom of preferably representing the Lute player as confronted with an 

1) ChHn-$e-ho-pu (cf. above, note 12) fan-li p. 8 : 
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impressive mountain landscape. Doubtless here the function of the 
Lute as an instrument to strengthen the vital essence of the player ■ also 
was an important factor. Further iii painting, mysticism' and magic lie 
closely together. The contemplation of the beauty of streams and moun- 
tains may impart to the observer the vital forces that are inherent in nature, 
and thereby prolong his earthly life. ‘ The people of old say that landscape 
painters often live to a high age, because they feed upon mist and clouds. 
The entire scenery which they have before their eyes is one spring of life.’^^ 
This statement about the landscape painter may also be applied to the Lute 
player, for the conception of the magical salutary influence of contempla- 
ting mountains and streams fits in exactly with some of the more materi- 
alistic aspects of ch’in ideology.^^ 

The same double interpretation may be attached to the direct sur- 
roundings of the Lute player when performing on the Lute in the open : 
one should be near an old pine tree, admiring its gnarled, antique appea- 
rance. In the shade of the pines some cranes should be stalking, and the 
Lute player should admire their graceful movements, modeling on them 
his finger technique. Since ancient times both pine tree and crane 
have been credited with possessing a special amount of vital essence, and 
therefore both are symbols of longevity. Below, in ch. VI, I shall discuss 
these associations in more detail. 

After some beautiful spot in the open, the abode of the scholar is 
the most suitable place for playing the Lute. The ideal dwelling of 
the scholar should breathe an atmosphere of secludedness : it is surround- 
ed by a garden, fenced off by pine-trees or bamboos : narrow footpaths 
should meander among miniature rocks of interesting shapes and lotus 
ponds, leading to a small pavilion of rustic appearance, where the scho- 
lar may compose poetry or read his books. ‘Where Ni Tsan dwelt there 
was the Ching-pi pavilion, breathing an atmosphere of profundity and 

1) The Ch’ing painter Wang Yii 3^^, in his Tung^chuang4un^hua 

5th paragraph r 

2) I may remark in passing that in other respects also we find the same no- 
tions connected with both painting and Lute playing. In the same passage of the 
authoritative treatise on painting quoted above, it is said: ‘Studying painting is a 
means for nurturing one’s nature and emotional life... it mav elevate one to serenity* 

Like the Lute player when about to touch the strings of the Lute, the painter 
too has first to make his mind pure and detached from all earthly desires : ‘ Before 

the painter takes up his brush, his mind must be aloof and his thoughts elated: when 
he starts painting, his spirit must be serene and his soul frozen ’ ifii, 

(par. 8). This ‘ frozen’ mental condition is a typical 
Taoistic notion; cf. the passage of Lieh-tzu, quoted above on page 44. Finally it 
is said: Although painting is but one of the arts, it still is a manifestation of 
Tao ’ (par. 10). 
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remoteness from earthly things, ' There he had assembled several thou- 
sand books, .all of which he had co.rrected with his own hand. On all sides 
there were arranged' antique sacrificial vessels and famous Lutes, ' and 
the abode was surrounded by pine-trees, cinnamon trees, orchids, bam- 
boos etc. It was fenced off by a high paling of poles and bamboo, suggest- 
ing aloofness and refined delicacy. Every time when the rainhad stopped, 
and the wind had abated, Ni Tsan used to take his staff and wander about, 
just going where his steps led him. When his eye met with something 
which particularly struck him, he played his Lute, thus finding esthetic 
satisfaction. Those who saw him then knew that he was a man who 
dwelt outside this world 

Cultivating and arranging flowers, a favourite occupation of the retir- 
ed scholar, also harmonizes with the Lute player. ‘ One should play the 
Lute for the cinnamon of the mountains, prune blossoms of the waterside, 
jasmine, gardenia, orchids from Fu-chien, mimosa, magnolia and similar 
flowers. Those with a pure fragrance but without loud colours are the 
best ’.2^ 

A moonlight night is dear to the Lute player ; ‘ In spring and au- 
tumn, when the weather is limpid and harmonious, even during the night 
people are often awake. Then the ten thousand sounds of emptiness 
are all silent, and moonlight fills the sky. When one lays the Lute on his 
knees, and plays some small tunes, this also shall elate the feelings.^^ ’ 

The moonlight makes the thirteen studs glitter, and so guides the 
hands of the player. Therefore these studs are often called chin-hung^ 
brilliant stars. ‘ But one should play after the first watch (after nine 
o’clock in the evening), and before the third watch (before 1 o’clock) ; 
for before nine the noise of daily life has not get become quiet, and after 
1 o’clock one is too tired and sleepy.’ CKing4ien-fang-chHn-ya (App. 
II, 6) ch. III. 

Playing the Lute on the knees is a favourite literary theme : it is 
more poetical to represent the musician sitting within the circle of his 
friends, or in a shaded valley, with the Lute on his lap, than to have him 


1) Ni Tsan style : Yiin-lin, 1301-1374, famous painter and poet. This 

passage is taken from the Ho-shih-yu-Un compiled by Ho Liang-chun 

sixteenth centuiy. -fi-M 

2) K’ao-p’an-yu-skih (cf. Appendix II, 3) : 

Orchids from Fu-chien are praised for 

their pale yellow and green colours. 

3) ibid. : 

-h, 
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seated behind the Lute table. Still this position is not very suitable for 
executing the complicated finger technique. As a Ming scholar observes : 
‘ When people play the Lute on their kiiees, they can only perform smaller 
tunes, such as they know very well. Otherwise it is impossible, ’i’ From 
my own experience I would add that the only passages which can be ex- 
ecuted correctly in this position are some preludes and codas, these being 
as a rule in the so-called ‘floating sounds’, that is to say the left hand 
does not press down the strings, but only touches them lightly, so as to 
produce harmonics. 

When not rambling through the mountains to observe wild streams 

and gushing waterfalls, the scholar may still find by the quiet water- 
side in his own garden a congenial atmosphere for playing the Lute. 

‘ When a breeze floats through the pines, or when there is the rippling 
sound of a rivulet, then especially one should play the Lute. For all 
these three things have natural tones, therefore they are in perfect harmo- 
ny with each other. Or again by the pond near the library window 
where one smells the fragrance of the water lilies, or in the wood by the 
water side, where the redolent waves wash the islets ; when the light 
breeze is refreshing, and the swimming fish come to the surface to listen : 
what joy can exceed this ? ’2> 

As we saw in the foregoing chapter, when the Lute is played incense 
must be burned. The handbooks for the Lute recommend incense that 
gives a fine, crinkling smoke. Its subtle fragrance contributes to the exal- 
ted mood necessary for playing and appreciating Lute Music. For; 

‘ The use of incense gives manifold benefits. When retired scholars,’ 
detached from the world, are sitting together discussing Tao and its 
application, they bum incense to purify their hearts and rejoice their 
spirits. At the dead of night, when the morning moon is in the sky, ar- 
tistic and sad poetical folk bum incense, and their hearts are elated and 
they whistle carelessly. By the bright window copying old famous 
scrolls, or leisurely humming, flywhisk in hand, or when reading at night 
under the lamp, incense is burned to drive away the demon of sleepiness. 
Therefore incense may be called the Old Companion of the Moon.’^^ 

The disposition of the Lute player must be very much like that of a 

1) Tsun-sheng-pa-chien (cf. Appendix II, 4); KkllBd'®. IIJW 

2) K’ao-p’an-yu-shih (cf. Appendix II, 3): aiS2.(ig 


3) K m-p an-yu-shih (ct. App. II, 3): 
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priest before sacrificing : he should be purified physically and mentally^ 

freed from all earthly thoughts, and ready for communication with the 

deepest mysteries of life. 

To attain to this, beside the more general rules to be found scattered 
in the texts quoted in the foregoing chapter, the handbooks of the Lute 
prescribe also a certain discipline. The rules of this discipline are summed 
up in various numerical categories. For instance, a handbook of the Ming 
period gives fourteen rules, decreeing when the Lute may be played. 

1. Meeting someone who understands Music.- 2. Meeting a suitable 
person.- 3. For a Taoist recluse.- 4. In a high hall.- 5. Having 
ascended a storied pavilion.- 6. In a Taoist cloister.- 7. Sitting on a 
stone.- 8. Having climbed a mountain.- 9. Resting in a valley.- 10. 
Roaming along the water side.- 11. In a boat.-12 Resting in the 
shadow of a forest.- 13. When the two essences of nature are bright and 
clear.- 14. In a cool breeze and when there is a bright moon.^^ 

In nearly all other handbooks of the Lute dating from the Ming and 
Chfing dynasties, these rules are given in about the same form. They 
are not very stringent, since by inserting the second rule the decision as 
to whom to play is practically left to the discretion of each individual 
performer. It should be noted that half of the items refer to playing the 
Lute in the open air, and that two items especially mention Taoism. 

The corresponding set of rules as to \vhom the Lute may not be 
played is much more precise and severe, and therefore the least observed. 
The same source gives these rules as follows : 

1. When there is wind and thunder, and in rainy weather.- 2, When 
there is a sun or moon eclipse.- 3. In a court room.- 4. In a market 
or shop.- S. For a barbarian.- 6. For a vulgar person.- 7. For a 
merchant.- 8. For a courtesan.- 9. After inebriation.- 10. After having 
had sexual intercourse.- 11. In dishevelled and strange clothes.- 12. 
When being flushed and covered with transpiration.- 13. Not having 
washed one’s hands and rinsed one’s mouth.- 14. In loud and noisy 
surroundings.2) 

For 3. other books give : Near a prison,^^ which seems more li- 
kely. With regard to rule 5., which forbids the playing of the Lute for 
barbarians, the chfin-pu especially urge strict observance of this. 
Another handbook of the Ming period explains this rule as follows : 

1) Yang Piao-chfing in his handbook of the Lute (cf. Appendix II, 12) : ^ 

m-tmSMo 

2) w 

mmm. su®* 

3) Yang Lun’s T’ai-ku-i-yin (cf. Appendix II, 13): 
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‘ Outside China there are people who jabber barbarian tongues. As 
the sounds of their language are not correct, how can they ever harmonize 
with the correct words of the Holy Sages? Therefore one should 
not play the Lute for them. The Lute is fundamentally an instrument by 
the music of which the Sages and Superior Men of China nurture their 
nature and cultivate their persons. Such a thing is unknown in barba- 
rian countries, therefore it is not allowed. 

Rule 7, forbidding playing for a merchant, is amplified as follows : 

‘ The Lute is an instrument whereby the Holy Sages cultivate their per- 
sons and nurture their nature ; (this includes) being contented in pover- 
ty, knowing moderation, and restricting luxury. But merchants have 
sharp appetites and strong desires. Therefore a tradesman’s disposition 
runs counter to the Way of the Holy Man.’^^ This point is, however, 
subject to controversy. The merchant class is defended in these words : 

Bartering and trading are fundamentally not low and despicable things. 
The people of old often knew how to demonstrate holy truths by means 
of low things. Tzu-kung^^ accumulated great wealth ; Fan Li'^^ 
three times divided his wealth after having assembled it. When among 
the greatest of merchants are men like Tzu-kung and Fan Li, why then 
should they not be allowed to play the Lute ? It is far better to look only 
at the character’. 

Rule 8 and 9 were taken least seriously. It is true that courtesan is 
a very elastic term, but considered in the light of the general principles there 
can be no doubt that it was meant to be interpreted very strictly. In 
practice, however, we find that this rule is made to apply only to the 
lowest kind of courtesan. Singing girls who brighten literary gatherings 
on old paintings are seen playing the Lute, and novels cite Lute playing 
as one of the accomplishments of the perfect courtesan. Other hand- 
books read for 8 : Jg®, or meaning: ‘ courtesans, and actors’. 

As I have pointed out already, on p. 42 above, this exclusion of the 
actors was meant as a protest against the great numbers of actors from 


1) CKin-ching (cf. Appendix II, 5) ch. 8 : 

2) CKin-^cUng, ch. 8 : 

3) Style of Tuan-mu Tz*u fanious disciple of Confucius, who became 

a high official. 

4) Fan Li was a man from the Ch’un-ch’iu period, who three times accu- 
mulated great wealth and three times gave it away, as he preferred a life in retire- 
ment; cf. Shih-chi ^|B, ch. 129, Han^shu ch. 91. 

■5) ChHn-chingi ch. 8 : fa 
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foreign countries who found employment at the Court. 

■ Rule 9 involved also a delicate question, many of the most famous 
scholars being great wine-bibbers. The Ming scholar T^u Lung has found 
a mild and convenient explanation of this rule. He says : ' The dispo- 
sition of people who play the Lute is refined, they ought only to sip tea. 
Occasionally, however, they may use wine to stimulate their feelings, 
but only just sufficient to make them feel slightly exhilarated and no more. 
If one tries to play the Lute when one is really dead drunk, then this is a 
great shame that cannot be tolerated 

The attitude which the Gh’in-pu take regarding Buddhism is interest- 
ing. As I mentioned above, the Lute was very popular with Buddhist 
monks, and several are cited in the ksts of famous Lute performers. 
Still oecasionally there appear in Taoist quarters sectarian views, and 
some handbooks of the early Ming period include an item : ‘ Buddhist 
priests’ in the list of people to whom it was not allowed to play or to teach 
the Lute.2^ Naturally this rule met with much opposition, and as 
an extreme reaction some Buddhists tried to prove that the Lute origi- 
nated in India, since it is mentioned in the Buddhist sutras Generally, 
however, Lute amateurs were of too eclectic a disposition to be much im- 
pressed by either the extreme Taoist or Buddhist view, and they contented 
themselves with placidly quoting the two views together. A couple of ex- 
treme cases may here be cited : ‘ There was a monk called Chiieh (En- 
lightenment), who wished to study the Lute under Master Pai-ho (White 

1 ) (cf. Appendix II, 3): fcMo 

2 ) E, CMm'-chingr 

3) The passage is taken from the 31st paragraph of the SsH-^-shih-irh^chang-^ 

ching ci. Tahho-issaikyo No. 784). The original obviously 

means some Indian stringed instrument, in Chinese translations of Buddhist texts 
always indicated by transcriptions of Sanskrit words. For more details I may refer 
to the useful essay by K. Hayashi : On Musical terms in Chin. Buddhist Scrip- 
hires, in: Toyo-ongaku-kenkyu, No. I, 1937 

That in the present case ch’in is used, is to be explained by the fact that this 
particular sutra was translated at a very early date (first century A.D.), when the 
correct renderings of Sanskrit technical terms had not yet been determined. The 
passage runs : Buddha asked a monk : How do you occupy yourself when at home ? 
The monk answered : I love to play the Lute. Then Buddha asked : What happens 
when the strings are strung too loose ?— They give no sound.— What happens w^hen the 
strings are strung too tight ? — They snap.— What happens when the strings are strung 
not too loose and not too tight ?— Then all sounds come forth harmoniously.— Then the 
Buddha said : The study of Truth is the same : if the heart is tuned correctly, one may 
obtain the Truth 

n. This text, 

taken from the Ch\n-chifig, differs slightly from that given in the Buddhist Canon. 
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famous Ming artist Shen Chou (ttM 1427-1509) 


Study of the Lute 


65 


Crane). Master White Crane did not like the idea, and did not teach him 
The monk was sad. Master White Crane said : ‘This is strange indeed ! 
The study of a certain gakyamuni originated from the doctrines of 
barbarians in western countries. But the Lute represents the Tao of the 
Holy Men of the Middle Kingdom, so it is not suitable for you. And 
he persisted in not teaching him 

of iK Huang-fu chose as literary name Tung-hsfi-tzu (the Master 

of the Emptiness of the Cave). He explained the doctrines of Lao-tzu 
and Chuang-tzu by teaching Lute Music, and his disciples were many. 
Among them there were also Buddhist monks. The Master said • How 

Holy Men .? And pointing with his flywhisk he told them to go away ’=5 

7^7.“t^^^«’>i>^«&isthetraditionaltermusedforcariying 

thr hlu to represent the ideal scholar roaming 

trough the mountains or along the sides of streams, taking his Lute with 
m, to play an appropriate melody when moved by a beautiftil sight 

f “> “s Also at home this boy was 

called a-r? “ 

called CA in-tung Lute Page ’. 

The handbooks give minute instructions as to how the Lute is cor- 
rectly carried. A Ming handbooka^ distinguishes two methods, the old 

their T'^'- ^ ^“®nts carried 

u e with the upper board turned outwards and with the head in 

rontandtjetail, a little lower, behind. During the Ming tasly ^I 
fouled the new way (cf. figure VI, b) turning the bLm bold out- 
wards, a position which was said to ensure a firm hold. 

^ to Buddhism, there is another question connected with the dis- 
ciphne of the Lute player which has given rise to some controversy in 

js allowed to accompany one’s Lute play 
with singmg or not. r j- w piay 

m* ^ 

K to cut out the words , wen standing here for both the text of the tunes 

and for prefaces and colophons added to them. 



by the same author as composed the 
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The Ming prince Tsai-yii in his standard work on music Yueh- 

iii-ch’iian-sku says that music on stringed instruments in general 

is impossible without the accompaniment by the human voice. In the 
chapter Tsao-man-ku-yueh-pu WSS^^> he devotes a special section to 
this question, entitled : ‘ Discussing how the ancients did not sing with- 
out accompaii 3 rmg the words on the strings, nor played a stringed instru- 
ment vrithout singing to it.^^ This he calls a fixed custom, chang-shih 
of the ancients ; singing without accompaniment, or playing stringed 
instruments without singing he calls an exception, pien Then he ob- 
serves : ‘ People today when reciting poetry cannot accompany these 
songs on the Lute : that is because the tradition of the Lute is lost.’^^ 
Some among the composers of ch‘in-pu are of the same opinion as 
Tsai-yii : in their notation of the tunes, they print the chien-tzu and 

the corresponding words of the tune in paralel vertical columns. This 
method is followed by i.a. Yang Piao-chSng (cf. Appendix II, 12). Others 
add the text of the tune separately, before or after the notation. On the 
other hand there were also many Lute players who maintained that to 
sing when playing the Lute did not conform to the sacred character 
of this music. 

The most sensible attitude seems to be that taken by Kuo Yii-chai 
in his Te-yin-t’ang-ch’m~pu publ. 1691. In his pre- 

fatory remarks he says : ‘ The Lute stands for the original harmony of 
what is truly from Heaven in man : its tones rise from the serenity of 
the soul. Therefore I do not like to restrict this music with words. For 
then the tones become confused, and the melody and rhythm are impeded. 
Therefore as a rule I have kept to the music, and left out the words. Still 
there are also cases where, if the words are left out, it is impossible to get 
the tones right. Therefore, where the text should be cut out, I cut it 
out, and where it should not be left out, I preserved it to show the meaning 
of the melody to the player. 

In this ch‘in-pu all old melodies which have not from ancient times 
been connected with a special poem or essay, are given in notation only, 
whilst such as have always been associated with a definite text (as for in- 
stance some odes of the Shih-ching), are given together with the words. 
This system seems very commendable. When playing through the vari- 
ous tunes of the Lute repertoire, one finds that they show a considerable 
difference in style : the music of some is evidently nothing but the accom- 

2) A. 
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pamment of a song, whilst others could hardly be accompanied by the 
human- voice, and are apparently meant as instrumental music only. Two 
good examples may be found in the two pieces Kao-shan-Uu-shui 
an u-nang gm. The former is a highly expressive composition, impos- 
sible to accompany with the voice ; the other, on the contrary, is simple 
an more melodical, and is doubtless a reproduction of one of the tunes to 
w ich this anaent ode was sung. In other cases it is more difficult to 

^ ° ^ ^ given tune belongs ; the decision must be left to 

tile taste of each individual player. 

In view of the present condition of Lute music I hardly think it 
advisable to use the Lute for the accompaniment of songs, since its music, 
-1. fr IS not suited for this. Already during the Sung dyna- 

I’ecome so complicated that the Lute could 

Tnot sT r, ‘ age 

r ^ Playing, but try to obtain beauty by complicated sounds.’ 

cmn-sUh, cf. App. ii 2). 
of a Lute amateur a special room or’ bower is 
se apar or p aying ; such a place is called chHn-shth ‘ Lute Cham- 

ahod. for auch an 

de. It should truly reproduce the tones, and not sound hollow. 

I he best IS a room in a storied building : there the boards of the ceiling 

ensure that the tones are not dispersed, and the empty space beneath makes 

th ^^rough. If one chooses a high hall or a spacious chamber 

then the tones are dispersed and thin. And when one plays in a narrow 
room or in a small house the tones cannot ring through. If the building 
consists of only one floor, a big jar should be buried underneath. In this 

r r suspended, and then the jar should be covered 

by boards. Wise men living in retirement also take for their Lute Cham- 
ber tall pines and high bamboos, or a cavern in the rocks : in such a pure 
and airy abode in the serenity of nature and quiet surroundings, and expe- 
cia ly when there IS the impressive sight of a rivulet babbling over stones, 
the tones of the Lute shall win in clearness. Is not such a place like the 
-loon Palace of Wide Coolness ? ’2) It seems difficult to justify the 

a palace called “AhL? f “ journey to the moon, where he found 

maoir 'r. • Emptiness ” This 

magic journey ts the subject of a well-known Lute melody. See bel^ Chapter iv! 
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suggestion for burying ajar with a bell by the laws, of acoustics, but it 
must have appealed to the imagination of the lovers of Lute Music.,, ' Other 
Ming authors^^ criticize this statement, which seems to be based on a 
story told about the Han poet Ssu-ma Hsiang-ju (2nd century A.D.) : 
he used to play the Lute on a special terrace called Ch^in-t’ai. When 
later the state Wei attacked Shu, and soldiers camped on that place and 
dug trenches, they found more than twenty big jars, which had served 
to make the music resound.^^ 

Finally we have to consider in greater detail the tendency to keep 
the study of the Lute reserved to a small circle of the elect. 

Above I quoted some rules which restrict the number of persons to 
whom the Lute may be taught. W^ith regard to this group of qualified 
persons the expression chHti'-she is often met with in the literature 
on the Lute. This literally means : ‘ Lute Association When the 
term is used for a group of amateurs of the Lute who happen to live in 
the same district, and who are in regular contact with each other , this 
translation suffices. But generally the word sHe in this expression has a 
much wider meaning ; as this special significance is not indicated in 
dictionaries, I will treat it here in some detail. 

Especially since the latter half of the Ming dynasty, in circles of 
scholars of elegant interests and cultivated taste, who were connoisseurs 
of raising chrysanthemums, of flower arrangement, of appreciating incense, 
of nursing orchids etc., there came into existence a fixed tradition, canoniz- 
ing the right methods for pursuing these hobbies, and especially the 
right mental attitude to be adopted towards them. Some scholars noted 
down these traditions, which were called jyo Covenants, or Rules. So 
the well-known essayist Chang Gh’ao style : Shan-lai jli^, 17th cent.) 
wrote a Wan-yiieh-yo ' Rules for enjoying the Moon Chiang Chih- 

lan style : She-cheng wrote a Whi-fang~yo Covenant 

of the Library ’,3) A CKin-yo ' Covenant for the Lute ’ will be 
found below, in Section 4 of this chapter. Such treatises on various sub- 
jects dear to the literatus bear a very personal character, and are mostly 
written in a chatty vein, contrary to those called pu |?| or skih ^ which 

1) Ch*ing-lien-fang-ch^in-ya (cf. Appendix II, 6), ch. 3 : 

2) Ch^ien-‘ch*ueh-‘chu-'iei--shu (publ. 1630), ch. 79 : 

3) Both these treatises are to be found in the T*cin^cki-t$ ung-shu BiTjUiixikrj 
collection of the works of various minor authors of the Gh’ing period, published in 
1695 by Wang Cho a£P#. All the books reprinted in it are important for the study 
of the domestic life and leisurely pastimes of the literati. 
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Strive to be more scientific. 

Now the term sKe may be considered as being an expansion of j/o : 

she denotes the total of all people who know and faithfully observe the 
rales fixed by tradition for the pursuance of some elegant hobby. It 
does not imply any social or local unity : anyone who raises chrysanthe- 
mums in the correct way is a member of the Chu-she Sit, ‘ Spiritual 
Association of Lovers of the Chrysanthemum whether he lives in Peking 
or m Canton, or anywhere else. In such cases she is perhaps best trans- 
* Spiritual Community ’. We find, e.g., a booklet entitled : 
Chu-she-yo ‘ Covenant of the Spiritual Community of the Chry- 
santhemum lovers ’, and another called Ku-huan-she-yo ‘ Cove- 

nant of the Spiritual Community of the Booklovers Books of this 
class form a special branch in Chinese literature, important because, next 
to the novels, they are Sources of valuable data on the private life of the 
literary class. 

As the Lute was so highly valued by the literati, it goes without say- 
ing that in the handbooks for the Lute the Ch’in-she is repeatedly referred 
to. In the CKin-ching the rales indicating to whom and where the Lute 
^y be played are prefaced by a short notice, entitled CUin-she, saying : 

‘ In a modest dwelling2> there should be a stand for laying the Lute 
on, and a case for storing it away. There should be a flywhisk, a sono- 
rous stone, brushes and ink to keep the Lute company and there should 
be lustrous flowers and cranes to be its friends. All these things belong 
to the domain®^ of the Lute. Those who are not in this class do not 
belong to the Spintual Community of the Lute.’ Ig 

The same book on the next page describes which people are qualified 
for being considered as members of the Ch‘in-she ; in conclusion I 
translate this passage. 

‘All who study the Lute must be accomplished scholars, and they 

must be good at reciting poetry. 


Hsinll ^ ^ Ku-huan-sM-vo by Ting 

Jbovr . books are to be found in the Tan-cU-u'ung-thu, mentioned 

above. The latter, contains some very sane suggestions for bibliophiles: If a book 

Urrowerboolvo^ “ fortnight; one should not entrust a 

orrowed book to someone else to return it, A^iJ. 

2) huan-tu,^ cf. Book of Rites, Li-chi, Ch. XXXVIII, 10. 

u “ signboard hanging near the gate of the Palace, on 

which were written the name and full description of those people who were allowed 

Se ‘ southern slope of the I-mountain,’ 

.K OHgin of the Lute ; a Mythical Emperor was said to have found there 

the right sort of wood for making the first Lute. 
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Their appearance should be pure and detached, suggesting antique 
originality ; they may not be coarse and vulgar. 

. Their minds should be benign and tender, they should be virtuous 

and righteous, able to be content even in poverty, and always firmly cling- 
1 i' ing to their principles. 

« Their words should be true and reliable, they should not strive after 
1 : superficial beauty or after obtaining a thin varnish of culture/^^ 

,1 ' , 



4. SELECTED TEXTS. 


The five texts relating to ch% ideology tmnslatedb^ 

taken from sources that in both date and quality differ widely. 

of th. chapter on music 

^ eng su- mg-t chapter VI), a miscellaneous collection 

rf »^doped.c character. »„piW by Ying Shao (Ei,. style : Chung, 
^anfta, se^nd cm^ A.D.). This test furnishes us »ith a good 

example of the pore Confucianist view. 

The se^d text is a smaii treatise by a weU-knowu Confucianist 

1 49 1331), author of many learned books on the Classics. Thi two 

ms are both mitten in a polished Uterary style, as befits the high scho- 

larly standing of their authors. 

text bdnl ^"«en third 

tm, being one of Ae introductory chapters of a handbook for the Lute 

dating from the Ming dynasty.i) TWs book was compiled by Yang 

Piao-cheng, a profesional Lute expert of very low scholarly standing ■ 

evidently he has difiiculty m expressing his thoughts freely in the liter^ 

naedium, and often relapses in colloquial expressions. Still, as he was a 

clever musician, who knew how to recast the famous old tunes in a simpler 

but yet chart^g form (such as might be executed also by mediocre Lute 

players) and because of the extraordinary great number of copies in which 

ks book w^ pnnted, it was one of the most popular handbooks of the 

Mmg penod. Even now copies can be easily purchased in Chinese and 
Japanese bookshops. 

The chapter that I have chosen here for translation is interestin<r be- 
rause It shows the quaint admixture of heterogeneous elements that ch‘in 
ideology had come to be. 

The same general remarks hold good for the fourth text, one of the 


1) For characters and further particulars cf. Appendix II, No. 12. and No. 14. 
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introductory chapters of the Wu-diih^chai-chHn-pu, a handbook which 
may be called the most popular guide for Lute players during the Ch'ing 
-dynasty. , The editor of this book was also a mediocre scholar, but an 
excellent musician. The versions of the tunes given here are very attrac- 
tive, and rich in subtle nuances. Moreover there have been added to the 
notation special marks, indicating the rhythm. It is still the handbook 
most widely used by Lute players today, and may be obtained at veiy 
little cost in China and Japan. 

The book of Yang Piao-chSng was an individual production : this 
handbook, however, is a typical example of a ch^in-pu that was composed 
by a group of students, gathered round a famous master (cf. for more 
details Appendix II, No. 14). The editor was not a great stylist : he 
patched together several passages from others sources without being able 
to produce smoothly running prose. In his preface, printed in his own 
handwriting, he tries to cover the meagre contents by using all kinds 
of strange and antiquated characters, instead of the ordinary forms, a 
process which, when indulged in too much, is condemned as vulgar by 
Chinese literati. 

The fifth text is a Pact for Transfnitting the Lute^z treatise of the type 
discussed mpra, page 68. The author is Ch‘eng Yun-chi 
style : Yii-shan ^jii, 18th century), who is' also the compiler of a ch'in 
handbook, the Ch^rtg-i-tang-chHn-pu preface dated 1705). 

For other texts from various sources which illustrate the principles 
of ch‘in ideology, the reader is referred to below, Chapter VI, Section 4 : 
Some famous stories and much-quoted passages relating to the Lute, 

THE LUTE 

by Ying Shao, second century A.D. 

Reverently I read in the Shih-pen^^: Shen-nung made the Lute. 
In the Book of History : Shun played the five-stringed Lute, and sang 
the song ‘ Southern Wind and the Realm was regulated. In the 
Book of Odes it is said : ‘ I have elegant guests, the se is played, the 
Lute is played \ 

The accomplished Lute includes all music, it embraces all of the eight 
sorts of sounds2\ Of those things the Superior Man always has around 
him, he loves the Lute best, and he does not suffer it to be separated from 
him. 

The Lute need not necessarily be displayed in the Ancestral Hall 

1) A treatise by Liu Hsiang B.C. 77-6), lost since early times. 

2) L e. the sounds of the mstruments made of stone, metal, silk, bamboo, 
wood, skin, gourd, and clay. 
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or during the dan-festivals, it is not like bells and drums that must needs 
be suspended on carved standards. Though (the Lute be played) in a 
poor dwelling or a desolate street, deep in the mountains or in a profound 
valley, it will loose nothing (of its true meaning). 

The Lute is considered to hold the mean between great and small 
music, and its tones are harmonious. Its heavy sounds are not boisterous 
so as to be confusing, its light sounds are not too weak so as to be inaudible, 
t is suited for harmoni 2 ing the human mind, and may move man to the 
improveinent of his heart. Therefore, the word ‘Lute’ means ‘ re- 
straining,’ and the word ‘accomplished’ means ‘rectifying,’ indi- 
cating t at Ae Superior Man keeps to the Right by restraining himself 
Ry right and accomplished sounds. Right thoughts are instigated, there- 
fore the good heart is victorious, and falsehood and wickedness are re- 
pressed. Therefore the Holy Sages and Superior Men of ancient times 
care ully watched over their emotions ; and when falsehood arose they 
restrained It ; when they met with something good they made it their 
own. When they had leisure they could act freely because they had 
perfected their thoughts. When there was something that oppressed 
diem, when their Way was obstructed, so that -they could not practise 
It or again when they could not execute their teachings when serving 
the State, then (all these things) they expressed in the Lute, in order 
to give vent to their thoughts, and proclaim them to posterity. The songs 
they composed when they were able to practise their Way they called 
Hymns, by this term expressing the Beauty and elevatedness of the Way 
they practised. They did not grant themselves one moment rest they 
were neither overbearing nor effusive, they loved Rites, but they did not 
try to exalt their own thoughts. The songs they composed when op- 
pressed and melancholy they called Elegies, by this name indicating that 
even when meeting with disasters or falling into danger, when being op- 
pressed and reduced to necessity, although steeped in sorrow and unable 
to reach their aims, they still kept to the Rites and Righteousness, without 
fear and without misgivings, rejoicing in the Way and not loosing their 
consistency. 

WLenPoTzii-yai^ played the Lute, Chung Tzu-ch‘i listened. When 

Po TzQ-ya in his thoughts dwelled on high mountains, Tzu-ch‘i said; 
‘How excellent ! Impressing like the T‘ai-shan 1 ’ When a moment 
later Tzu-ya in his thoughts dwelled by flowing streams, Tzu-ch‘i again 
said: ‘How excellent I Broad and flowing like rivers and streams! ’ 
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When Tzu-ch‘i died, Po Ya broke his Lute and tore the strings, and all 
his life did not play any more, since he now deemed the world not enough 
to play for. 

At present the length of the Lute is four feet and five inches, thus 
featuring the Four Seasons and the Five Elements. The seven strings 
symbolize the Seven Stars. 

Mmmm, mwm.. mmmm. tsijs#. W‘^ 
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TEN RULES FOR PLAYING THE LUTE 
by Wu Ch‘6n, 1249-1331. 

I. When laying the Lute on the table one should see that it sticks 
out on the right side a hand’s breadth, so that one may easily turn the 
tuning pegs. If one seats oneself exactly opposite the fifth stud, then 
one can freely execute all the movements of the left and right hand. 

II. The right hand when attacking the strings should not go farther 
to the left than the fourth stud : when one attacks the strings near the 
bridge, the tones produced will be true. The finger techique should 
not be floating, nor should it be heavy and confused. The right hand 
should touch the strings lightly, but the left hand should press them 
down firmly. 

III. When one plays the Lute, regardless of whether there are other 

people present or not, one must always behave as if one were in the pre- 
sence of a superior. The body should be erect and straight, the spirit 
should be clear, the mind at rest, the look concentrated, the thoughts se- 
rene. Then the touch of the fingers naturally is correct, and the strings 
emit no wrong sounds. . 

IV. When producing sounds one should aim at simplicity, and also 
at naturalness. Its wonderfulness lies in the correct shifting over from 
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the light touch to the heavy, and in applying correctly ritardando and 
accelerando. When the finger technique is applied clumsily and wrongly, 
the measure not rigidly observed, and when one is striving after specious 
effects, the melody is spoilt and confused. These are all deficiencies, 
which should fundamentally be corrected. 

V. The basis ofthe Lute consists in simplicity and serenity. There- 
fore one should not try to add extra sounds, but rigidly observe the indi- 
cations for the finger technique ; then one shall get a solemn, controlled 
style of playing, worthy to be seen. If one does not take care in attacking 
the strings to discriminate between flesh sounds and nail sounds, if the 
various movements are not linked up correctly, and if, moreover, while 
executing the attack with the thumb, chords, upward and downward 
harpeggio, the hand and arm are stiff and not correctly adjusted, then one 
has not yet achieved the wonderful finger technique. 

VI. The quality of the Lute tends to loftiness. Therefore, if while 
playing one changes one’s mien and allows the eyes to wander, or worse, if 
the body is stooping, the feet put one on top ofthe other, the head shaking, 
the shoulders moving up and down, then an atmosphere of unelegance is 
created. Knowing these deficiencies one should correct them. More- 
over, when the sentiments are not elated, all kind of flaws and short- 
comings arise, and one had better give up the Lute altogether. 

VII. When the ancients composed tunes for the Lute, they some- 

times aimed at expressing leisurely and satisfied feelings, but sometimes 
they wished to express their melancholy. Therefore one must under- 
stand the meaning of a tune. If one just plays the music as it is written, 
one will not be able to express the sentiments of the composer. And 
how shall then the mood of the ancients be found in the wood and the 
silk ? « 

VIII. In studying the Lute, getting down to the essence is the most 
important. If one tries to learn too much (at one time), how then shall 
one be able to grasp the essence ? Therefore, if one has succeeded in getting 
an eminent Master to teach some tunes, one should play these same tunes 
through again and again, lest one forget the significance inherent in them. 
Moreover, wonderful music arises from constant practice. This is 
what is meant by the saying that only by incessant application can one 
derive satisfaction from the strings. If not, then because one studies too 
many different tunes, the shortcottiings shall be many, and it shall be as if 
thorns grew on one’s fingers. 

IX. The saying ‘ Rigidly observe the rites by respecting the Way,’ 
means, when applied to Lute playing, not to play when there is wind or 
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rain, or in a common atmosphere. But if one meets someone who under- 
stands the deeper meaning of music, or having ascended a storied build- 
ing, or a mountain, if one rests in a valley, sits on a rock, or tarries by a 
stream, or when the two original principles are in harmony, then all these 
conditions are to be called excellent and suited for the Lute. On the 
contrary', the presence of a vulgar man, a courtesan, an actor, a drunken and 
noisy atmosphere, these all are bad conditions for playing the Lute. 
Therefore one should be discreet in choosing the time and place to play 
the Lute, 



X. Playing the Lute is meant fpr nurturing the nature, therefore 
one should not aim at acquiring fame by it. If one meets a kindred spi- 
rit, then one should play ; if not, then one bad better put the Lute in 
its cover, and reserve it for one’s own enjoyment. If one plays the 
Lute before people who do not like it, or before disorderly and vulgar 
persons, who boast of their qualities, how can one not be ashamed ? In 
such a case one cannot but hastily conceal the fact that one plays the Lute. 

— . S-if®, SPaL iMIS, MW. 
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MISCELLANEOUS REMARKS ON PLAYING THE LUTE, 
by Yang Piao-ch6ng, sixteenth century. 

The meaning of the Lute is restraining the false and br inging back 
to the Right, in order to harmonize the heart of man. Therefore the 
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I Holy Sages made the Lute for regulating their persons and for nurturing 

I the harmony of their emotions. Restraining wanton extravagance, and 

I rejecting excessive luxury, one should cherish the Music of the Holy Sages, 

that thereby one may learn the mysterious wonder of their souls, and so 

; rejoice in their thoughts. 

Whosoever plays the Lute must choose a pure dwelling or a spacious 
I ^ he must ascend a storied building ; or he may tarry by trees and 

I rocks, or climb a steep cliff ; or again he may ramble along the verduous 

bank of a stream, or he may dwell in a monastic abode, 
j ^ When the two essences of nature are balanced, lofty and clear, on 

I f when there is a cool breeze and a brilliant moon, he must burn 

j incense in a quiet abode. He must steady his heart, introvert his thoughts, 

so that soul and body are in complete harmony. Then only shall his 
! soul communicate with the spirit of Nature, and he shall be in harmony 

I with the wonderful Way. 



11 there is not present a man who understands the (inner 
of) music, one had better play to the cool breeze and to the brilliant 
to the dark-green pines and quaintly-shaped stones, to an 
mountain tops or to an old crane. Then one naturally grasps the 
meaning of this music, 


meaning 
rhoon, 
ape of the 
inner 

When one knows its meaning, one understands its 
tendency ; when one understands its tendency, then one may (truly) 
understand the music. Though the music be technically well executed, 
if Its tendency is not understood, what benefit shall it give ? It is nothing 
more than a big noise, that avails nothing. 

In the first place one’s personality should be aloof (from all material 
things), and still elegant, and one’s bearing must be pure. Further, the 
finger technique should be correct, the touch should be correct, the 
mouth should be bearded and the belly full of ink [i.e. one should be a 
mature literatus]. Only when these six qualities are all provided for may 
one take part in the Way of the Lute. 

If one wishes to play the Lute, one should first see that one is dressed 
correctly : either a gown of crane-feathers, or a ceremonial robe. (For) 
only if one knows the appearance of the Holy Sages shall one be able to ap- 
preciate their instrument (i.e. the Lute). Next one should wash the 
hands, burn incense ; then one should approach the table and lay the Lute 
on its stand. One should be seated opposite the fifth stud, in such a way 
that this stud faces the heart of the player. Then both hands should be ' 
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. One should take eare that the right hand touches the correct string, 
and ' that the movements of the left hand are correct. The hands should 
be kept low and evenly balanced ; they should not be raised unduly 
high. Left and right hand should touch the strings on the places indicated 
by the studs (in such a way that) the right hand is near the bridge ; the 
nails of the hand should not be long, but just about the breadth of one grain. 
The strings should be touched half by the flesh and half by the nail : then 
the sound is not dry, but clear and rich. (The left hand) should press 
the board as if it would penetrate the wood. The outward and inward 
touch of the thumb, index and middle finger of the right hand, the vibrato, 
vibrato ritardando of the left hand, and the quick movements of the right 
hand over one or more strings, all these touches should be fully expressed, 
they should not be executed loosely and hastely, to give the impression of a 
light and flowing style. If one aims at specious dexterity and playing to 
the eye of the public, one had better leave the Lute alone and take to 
acting ; if one aims at producing ornate tones that captivate the ear, 
one had better drop the Lute and take to the cither. 

The greatest emphasis must be laid on (distinguishing between) the 
light and heavy, the swift and slow touch, and between the decrescendo 
and crescendo. 

When one’s self is naturally aloof and earnest, then one shall corres- 
pond to the Mystery of the Way, and one’s soul shall melt together with the 
Way. Therefore it is said that successfully executing music is not caused 
by the hands, but by the heart, that music is not produced by notes, but 
by the Way. When one does not strive to express music in tones, but 
lets it come naturally, then one may experience the Harmony of Heaven 
and Earth, then one may be in communication with the virtue of the 
Universal spirit. 

Also it is said : The vibrato, the vibrato ritardando, the ascending 
and the descending attack of the left hand, the light or the heavy, the 
swift or the slow touch of the right hand, all these things can hardly be 
explained in words. They can be understood only by a man of learning. 

-h. % 
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ON THE LUTE OF HIGH ANTIQUITY 
from the Wu-chih-chai-ch‘in-pu, publ. 1721. 

In olden times when Fu Hsi ruledi> all under Heaven, he looked 
upwards and contemplated, he looked downwards and investigated. 
Through his supernatural influence he made the Map rise from the Yung 
river (cf. Shu-ching, ch. Ku-ming, 19), and accordingly he drew the Eight 
Triagrams. Then listening to the winds of the Eight Directions he made 
the sonorous tubes.2> On the I mountain® he selected a lonely dryan- 
dra tree, and making the Yin principle complete the Yang principle, he 
created the Elegant Music, calling it Lute. 

Lute means “ restraining ”, that is to say restraining falsehood and 
guarding against wantonness. It further implies bringing to the fore 
benevolence and righteousness, and causing the return to the Way, it is 
a means for cultivating the person and regulating the mind, it makes man 
return to what is truly of Heaven in him,"^ it makes him forget his earthly 
shape and reunites him with Emptiness. The spirit becomes concentrated, 
and melts into the Great Harmony .^5 

The Lute is made to measure three feet six inches and five tenths. 
This symbolizes the 365 degrees of the celestial sphere, and the 365 days 
of the year. Its breadth is six inches, symbolizing the six harmonies.'^^ 

It has an upper and a lower part, which symbolize the interchanging 
breath of Heaven and Earth. The upper part of the bottom is called pond, 

1) One of the mythical Emperors, said to have lived in the third millennium 
B.C. The map is said to have shown the eight triagrams pa-kua {the base of the 
Book of Changes, Yi-ching), and some other mystic drawings ; it was drawn on the 
back of a dragon-horse which rose from the waves. 

2) The twelve Lu ^S> bamboo tubes of various dimensions, which were 
smd to produce the 12 chromatic semitones of the octave, and which since ancient 
times have formed the basis of Chinese musical theory. 

3) A mountain in Shantung province. 

4) Quoted from the opening lines of tlxe CA’fB-tsoo cf. appendix II, No. 1. 

5) Quoted from Eieh-ttO, see above p. 44. 

6) I. e. Heaven, Earth, and the four cardinal points. 


the lower part pool.- Pond -means water ; water is even. Pool means 
to submit, [the two thus meaning] if the people on high are even (i.e. 
just) the people below will be obedient. The front is broad, the- backpart 
is narrow, symbolizing the difference that exists between the venerable 
and the common. The upper board is concave, symbolizing Heaven, 
the lower board is flat, designating Earth. 

The Dragon-pond (see below, p. 100) measures eight inches, to let 
pass the winds of the eight directions. The Phoenix-pool (see below p. 
100) measures four inches, to unite in it the four seasons. There are five 
strings, to correspond to the five tones, and to symbolize the five elements. 
The thick strings are the Prince, they are slow, harmonious, and unobtru- 
sive. The thinner ones are the Statesmen, they are pure, unselfish, and 
obedient. The two strings that were added later are called Wen and Wu, 
and by their elegance they express the decorous feelings between Prince 
and Statesman. Kung is the Prince, Shang is the Statesman, Chio is 
the People, Chih stands for affairs, and Yii for things in general.^^ When 
these five tones together depict the Right, then the realm will be well 
regulated, and the numerous people will be peaceful. 

Thus is the influence of the Accomplished Music on man : his nature 
is made to return to the Right, Prince and Statesmen shall be righteous, 
parents and children shall love each other, falsehood and low desires 
disappear, and man returns to his true heavenly nature. 

The [licentious] music of Cheng brings doubt to man : in his nature, 
which is [originally] serene, false and wanton thoughts are born, the dif- 
ference between man and woman is confused, and a propensity to licence 
is instigated. 

Therefore, by contemplating the Lute and by listening to its music 
(in a certain place or time) one may behold the disposition of the people 
and the condition of government (in that place or at that time), and one 
may know whether in the world the Way flourishes or is decaying. 

Shun played the five-stringed Lute, and sang the song Nan-feng, and 
in order to give peace to the minds of all under heaven he composed the 
T‘ai-p‘ing music. It is said in the ChHn-shii : The Lute is an instrument 
that was created by Fu-hsi, and completed by Huang-ti. It symbolizes 
Heaven and Earth, and its use is to promulgate the wonderful Way. 
It contains the Spirit of Great Holiness, and produces the ninety sorts of 
sounds. First it was made with five strings ; later, during the reigns of 
King W8n and King Wu respectively, two more strings were added, to 


1) Cf. Yueh-chi^ ch. L 
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establish the chant of the Dragon and the Phoenix, and to penetrate the 
mystery of lower and higher spiritual agencies. Its tones are right, its 
essence harrnonious ; although its size is small, its significance is great. 

When the inner meaning of the Lute is understood, one may derive 
benefit from it. Through its influence people who are hasty shall become 
quiet, those who are quiet shall become harmonious. When the heart 
IS harmonious and even, one is affected neither by sorrow nor by joy ; 
one becomes in complete harmony with what is truly from heaven in one’s 
nature. When this heavenly nature is clearly recognized, then the differ- 
ence between human nature troubled by emotions, and original serenity, 
shdl be made clear again, one shall not be confused any longer by life 

and death, nor shall one be affected by earthly laws. 

r Emperors and Enlightened Kings ail understood pro- 

foundly (these mysterious qualities of the Lute). It has not yet been 

^ T” without being influenced by it. 

When formerly Master Hsiang» puUed the Lute, the swimming fish 
rose from the water to listen, and (hearing the Lute Music of Po-yar 

the SIX horses looked up from their fodder. Things that have a shape 

and animals that have no speech, they all are influenced by the music of 
the Lute ; how much more than human beings ! So it was until the Right 
Music was lost and (people) turned away from the Way of the Lute. 

• establish fortitude and harmonize the primordial 

^ understood this, therefore he composed the hymn 

Shen-jen Further the Lute may complete the Way, thereby establishing 
the minds of the weak and timorous. This is the meaning of the elegy 

Ssu-chtn,^^ composed by Shun, of the elegy composed 

by Yu, and of the elegy Hsun-tien,^^ composed by T’ang. Since the 
Ancient Emperors and the Enlightened Rulers, the heart has been recti- 
fied and the person has been cultivated, the state has been regulated and 


mentioned in Lieh-m, ch 

T ang-wen This passage, however, gives the credit of making the fish rorr.^ out 

of the water to another Lute expert, Ku-pa: When Ku-pa played the Lute bhl 
started to dance and fish jumped out of the water. 

2) I have inserted the reference to Po-ya, since the final words are a quota- 
tion irom Hsun-tzu^^, ch. Ckuan-ksiiek |», where it is said : When Po-ya played 

_ 3) The Chin-tsao (rf. App. II, No. 1) says that the Emperor Shun composed 

this song to express his affection for his parents. ^ 

A.. T 1 Shu-ching, Yu composed this song when he had completed 

the task of regulating the waters. 

» Wu-wang of the Chou dynasty, to train people in military 

arts. Cf. the Sung treatise Ch^in-ckii-pu-Iu 
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peace has been brought to the realm, by the right sounds of the Lute 
and by these alone. How then can one say that the wonderful way of the 
Lute is but a small craft ? To consider the Way of the Lute as one of 
the arts is a great mistake indeed. 
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COVENANT FOR TRANSMITTING THE LUTE 
by Ch‘6ng Yiin-chi, 18th century 

I. The Lute is the instrument of the Holy Sages : Superior Men 
therewith nurture the Essence of the Mean Harmony, cultivate their 
selves and regulate their nature. Playing the Lute must therefore be 
called a Way to wisdom and not one of the Arts. All who love the 
study of the Lute should wait till they meet (a pupil who is) a scholar of 
cultured taste and correct conduct : only then may they teach him the 
How could one speak about the Lute to people of frivolous and 
ostentatious disposition ? 

various schools of Lute Players are not the same, so their 
the main point (which all schools have in 
the rules of harmony, and in 
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giving special care to the finger technique. Students of the Lute should 
(first) hear the style which the masters of various schools follow while 
playing, (for once having chosen a master) it is necessary that one whole- 
heartedly likes his style, and follows his precepts sincerely ; then teaching 
and learning shall be well regulated. But if the student is over clever and 
self-conceited, he thinks himself better than his master.i^ Further, if 
a student receives one method of playing, but at the same time he hears 
all kinds of different teachings,^^ he cannot concentrate his mind ; then 
one should not trouble to teach him. 

III. When Confucius studied the Lute under Master Hsiang, (after 
tire first lesson) he did not show himself for ten days ; when Po-ya stu- 
died the Lute under Ch'^ng-lien, during three years he did not make 
progress. Therefore, those who start studying the Lute must have a 
constant mind and a firm resolution, and they must be resolved to succeed 
in the end : only such people should be taught the Lute. But if there are 
such that come with great enthusiasm, but give up when they are halfway® ' 
they are not worthy that a teacher occupy himself with them. 

IV. The Lute is the instrument with which the Ancients nurtured 
theii nature ; they did not use it with the idea of making their livelihood 
by it. Now I often see that the Lute masters of the present Hmp when 
they are about to teach somebody, immediately start talking about the 
salary : this is disgusting indeed, and drawing elegance through the mud. 
All who have the same attitude as I should guard themselves against this. 
Drawffli up by Yii-shan. 

uiiffii, siim mmmtm 


i? from HsGn-tzu the opening line of Ch. L 

ij Ch t-ch uan-ch’u-hsiu, from Mencius, Book III, part II, 6. 

3) Pan-t'u-0rh-fei, cf. Chung-yung XI 2. 
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THE SIGNIFICANCE OF THE TUNES 


The Ming repertoire taken as the basis for a study of the signi- 
ficance of the tunes — -Significance of the modes— Chinese tiao'^i^ 
and Japanese netori — The tunes divided into five groups — 1, 
Times describing a mystic journey (Taoistic) — 2. Tunes of a semi- 
historical character (Confucianist) — 3. Musical versions of literary 
productions — 4. Tunes descriptive of nature — 5. Tunes descriptive 
of literary life — Summary. 


The Lute as a means of communing with Tao, the Lute as the favour- 
ite companion of the scholar, the Lute as the holy instrument of the 
Ancient Sages — all these various functions of the Lute, and the tenets of 
Lute ideology corresponding to them, are reflected in the repertoire : 
they find their expression in the subjects of the tunes. 

Now, the Lute repertoire is different for every period : the various 
elements, both Chinese and foreign, that in the course of time influenced 
Lute music, to a large extent also determined its repertoire. In the high- 
day of Central Asiatic influence (the Sui and T^ang periods), more than 
half of the repertoire consisted of musical versions of songs of a very 
worldly character. But during the Sung dynasty, when under the influ- 
ence of the philosopher Chu Hsi and his powerful school a more severe 
attitude reasserted itself, Lute tunes of a more classical character came 
to the fore. For our present subject, viz. a consideration of the extent 
to which the tenets of ch’in ideology may be found reflected in the tunes, 
we must take as the basis the repertoire of the Ming dynasty. For, as 
we have seen above, it was during the Ming dynasty that the outlines of 
this special system of thought were more or less fixed. 
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It was during the Ming period that there were printed on a large 
scale handbooks for the Lute with tunes in notation, accompanied by 
explicit commentaries as to their history and significance ; thus from 
a study of the Ming repertoire we may obtain an idea not only of the 
melodies of these tunes, but also of what they meant to the people of 
those times. 

Before studying the significance of the separate tunes, however, a 
few words must be said about the various modes {tiao |i) and their ideologi- 
cal value. 

The handbooks of the Lute mostly divide the repertoire into the 
five modes, called after the old Chinese pentatonic scale {kung-shan^- 
chiieh-chih-yu kung-tiao gn, shang-tiao |gj|i, etc. Next to 

these there exist scores of what might be called ‘ minor modes,’ partly 
of foreign origin ; these are called together zoai-tiao For each mode 

the tuning of the strings is different. 

Now in the Lute handbooks of the Ming dynasty each group of tunes 
belonging to the same mode is preceded by a short musical composition, 
that bears as title the name of the mode, with the word i ‘ meaning ’ 
added. So the collection of tunes belonging to the kung-mode opens 
with a short composition entitled kung-i (or also kung-tiao-i 
Meaning of the Kung mode.’ These tiao-i contain a fixed tonal 
pattern, characteristic of the mode they indicate, and constitute the essence 
of all tunes composed in this mode. Short as they are, these tiao-i com- 
prise a great variety of tones, especially some chords and other harmonica! 
combinations which are typical for the mode the tiao-i introduces. Usual- 
ly a tiao-i ends with a simple melodic pattern, entirely in harmonics 
(‘ floating sounds ’ fan-yin : while the right hand pulls a string, the 
left just touches it lightly, without pressing it down on the board; cf. 
above, chapter III. 3, page 59). 

These tiao-i provide the player with a convenient check upon the 
tuning of his instrument. Playing through the tiao-i, he notices at once 
whether the tuning is correct or not. At the same time the tiao-i is a 
kind of finger exercise : it contains all the main grips necessary for execut- 
ing tunes set to this mode. 

In ch in ideology, however, the tiao-i mean much more than just 
melodic patterns : they are called i ^ ‘ meaning,’ because they convey 
to the player and the hearer the peculiar atmosphere, the emotional and 
philosophical value of each mode. A Lute expert of the Ming dynasty, 
Yang Lun in his handbook T’ai-ku-i-yin (cf. Appendix II, No. 13) 
adds to each tiao-i an introductory note. There he combines each mode 
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with one of the five elements wu-hsing 5lff).3.nd with one of the five virtues 
wu-cKang. 21"^. ' Then he connects each mode with a special manifesta- 
tion of Tao, as they are explained in the Book of Changes, Yih-ching. 
So the whole scheme of the modes is placed in a cosmological frame. 
Playing the tiao-i may be called a preliminary ceremony : it prepares the 
player and the hearer for the real composition to come, it creates the cor- 
rect atmosphere that belongs to the mode in which the composition is set. 

Yh.t tiao4 are so intimately bound up with the tunes themselves, 
that in the Ming handbook (cf. Appendix II No. 10) most 

tunes end with the remark : ^ Now add the harmonics of the tiao~i belong- 
ing to this mode’ 

During the Ch’ing dynasty the seem to have been neglected; 

as a rule they are not printed in the handbooks of that period. But a 
survival is to be found in the codas {shoti-yin Jgr^, also called wei which 
in Ch’ing handbooks frequently are added to the tunes. These codas 
are entirely in harmonics, and for each mode closely resemble the passages 
in harmonics of the corresponding tiao4 of the Ming handbooks. The 
function of these codas is essentially the same as that of the tiao~i ; while 
the tiao4 prepares the player and the hearer for the mode of the tune 
that is going to follow, the codas are retrospective, and, as it were, resume 
in one single passage the entire spirit of the mode to which the tune 
played belongs. 

The tiao4 are doubtless very old. This may be concluded from 
the fact that although the tunes themselves as given in the early Ming 
handbooks differ greatly, the tiao4 are practically uniform. In Japan 
they are still used in the ceremonial Court music where they are called 
netori or also torine The tiao4 of the Lute supply us with valu- 

able materials for a study of ancient Chinese composition : in my opinion 
an investigation of the history of Lute music should begin with a thorough 
analysis of the various tiao4 that are preserved. 

For the study of the significance of the tunes themselves the hand- 
books of the Lute supply ample materials. Usually to each tune given 
in notation there is added a preface, where the compiler of the handbook 
gives the name of the composer, and adds some remarks about the occasion 
that inspired him to compose the tune in question. Special care is given 
to describing the mood the composer was in when he created his music, 
and what thought he wished to express in his composition. It is the highest 
aim of the player in his execution of the tune to reproduce faithfully the 

1) For more information about the netori cf. H. Tanabe, Nilion~ongaku~kdvia 
•ej#, Tokyo 1921, p. 515 sq. 
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mood of the composer. Each tune has its special significance, which 
must be done full justice by the player. 

To help the player to realize the significance, often the various parts 
of a tune {tuan are given special titles, suggesting the meaning of that 
particular part of the melody. 

As a rule these subtitles are not especially made for the Lute melodies : 
they are fixed phrases, borrowed from a separate section of the Chinese 
artistic vocabulary, viz. that of the fi-mu ‘superscriptions’.;- A 
ti-mu is a short, highly pregnant phrase, a conventionalized expression 
that describes a subject considered fit for inspiring an artist. A ti-mu^ 
such as for instance ‘ A waterfall descending from pine-clad rocks ’ 

may inspire alike poets, painters and musicians. Looking through 
a catalogue of paintings (e.g. the Li-tai--cho4u-htia-‘fmi pubL 

in 1933 by John C. Ferguson) one finds hundreds of these t‘i-mu. Be- 
cause of their pregnancy these phrases are by no means easy to translate ; 
in the examples given below my translation often is but one of many pos- 
sible renderings. Many handbooks add to these subtitles some remarks 
about the style : whether the touch must be slow, energetic, delicate, etc. 
Further there are many stylistic indications, which correspond to our 
piano, legato, forte and so on. 

Sometimes even to every bar there are appended explanatory re- 
marks. We find, for instance, in a tune describing a beautiful mountain 
landscape, under a bar in the first part the remark ‘ Flere one thinks of 
high mountains’, and under another: ‘Here one thinks of flowing streams.’ 

The better known tunes of the Ming repertoire number well over a 
hundred. From a musicological point of view, every one of these tunes 
constitutes valuable material for research. But for the study of ch‘in 
ideology we need only consider a few of them. For a comparative study 
of the tunes shows that according to their subjects they may be conveni- 
ently divided over five groups, each group comprising a number of tunes 
of the same ideological type. Thus for our present subject it suffices 
to select for each group some representative tunes. 

The tunes here selected for discussion number about twenty. In 
some way or another all serve to illustrate the ideals of ch‘in ideology. 
Some express Taoist principles, others celebrate antiquity, and all suggest 
the atmosphere that surrounds the Lute and its music. Besides illus- 
trating ch‘in ideology the tunes discussed below, as they form the nucleus 
of the ch‘in repertoire, will at the same time give the reader a general 
idea about the subjects that inspired Lute musicians. Most of the tunes 
mentioned here are often referred to in Chinese literature, and to this 
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day are still the favourites of every Chinese Lute amateur. 

Above, in chapter III, section 2, it was remarked already that in ch^in 
ideology the Taoist element , predominates. A cursory inspection of the 
subjects of the tunes shows that there also the tunes with a Taoist 
colour top the, list. Most prominent among these Taoist tunes are those 
of a type which I would call that of 

1. The Mystic Journey, .The etherical tones of the Lute loosen 
the soul of the player from its earthly bonds, and enable him to travel 
to the mystic heights where the Immortals dwell, and to be initiated 
into the secrets of the Elixir of Life. 

A good example is a tune called Kuang-han-yu ‘ Traveling 

to the Palace of Wide Coolness ’ (for this palace cf. above, on page 67, 
footnote 2), to be found in an early Ming handbook, the Pu-hsil-f ang- 
chHn-pu cf. Appendix II, no. 11). The various stages of the 

mystic journey described in this tune are indicated in the titles of its 
eight parts : the traveler ascends into the clouds, feasts with the Im- 
mortals, and finally again returns to earth. 1. Treading the cloud ladder 
2. Ascending into pure emptiness 3. Feasting in the Pavil- 
ion of Wide (Coolness) 4. Cutting the cinnamon (used in prepar- 
ing the elixir of immortality) 5. Dancing in rainbow garments 

6. Dancing with the Blue Phoenix 5 middle of this 

part there occur some heavy chords, where the remark is added : ‘ The 
sound of the Jade Hare pounding the elixir of immortality.’ According 
to Chinese popular belief in the moon there lives a hare, who under a 
cassia tree prepares the elixir of life. 7. Asking about Longevity 
8. Returning in the cloud chariot fE]®¥ ; in the middle of this part there 
occur some high notes, with the explanatory remark : ‘ The sounds of 
laughing and talking of Chang-ngo, the Moon Goddess.’ 

The tune Lieh-tzu-yujeng ‘ Lieh-tzu riding on the wind ’ 

may serve as a second example ; it refers to a passage in the old Taoist 
work connected with the name of this philosopher (cf. above, transla- 
tion on p. 44). This tune is to be found in most ch‘in-pu, and is generally 
ascribed to Mao Chung-weng a composer of the Sung dynasty, 

about whom little is known ; only some of the more vulgar ch‘in-pii 
ascribe it to the philosopher Lieh-tzu himself. The ShSn-cki-pi-pu 
cf. Appendix II no. 10) gives the titles of its ten parts as fol- 
lows. 1. Resting upon emptiness, riding on the wind 2. Look- 
ing down on the earth 3. The universe is spread out vast 

4. I do not know whether the wind is riding on me 5. Or 

whether I am riding on the wind 6. The mind dwells on mys- 
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■terious plains 7. The spirit roams in the great purity 

8. Whistling long in the vast azure 9. Shaking one’s clothes in 

the breeze 10. Having attained the utmost ecstasy, turning 

back mmm^ 

Another well-known tune of this type, entitled Ling-hsii-yin 
^ Song of Cool Emptiness ’ is also ascribed to Mao Chung-weng (in 
the Ming handbook of Yang Piao-ch6ng, cf. Appendix II No. 12: 
other handbooks give it as anonymous). This tune consists of three 
parts : 1. Ascending in the clouds with a crane as vehicle 2. 

Riding on the wind up to the confines of heaven 3. Treading 

the emptiness of the highest atmosphere Besides the examples 

quoted here there exist scores of other tunes belonging to this same group. 

Under this group I would also classify another type of tunes that 
though not exactly representing a mystic journey, still are closely related 
to it. These are the many tunes celebrating life in refined retirement. 

Taoist lore often describes the abode of the Immortals and other 
paradaisical regions as being in a specified location, as, e.g., far in the 
western mountains, or high up in the sky. But at the same time the 
unseen world pervades ordinary life : we are living constantly in close 
proximity to it, and we would clearly perceive it, could we but see with 
the soul instead of with the eyes. This idea has inspired countless 
Chinese writers : best known is the delicate essay by T'ao Chhen 
365-427), entitled The Plum Blossom Fountain ; translated by 

Giles in: Gems of Chinese Literature, Prose, Shanghai 1923 p. 104^^). 

In this essay (really the introduction to one of his poems) T‘ao 
Chhen relates how a fisherman happened upon a grove of peach trees ; 
exploring this beautiful spot he found the hidden entrance to a cave. 
Having entered it he found that it led into a strange country : people 
there were living happily and peacefully, wearing the garb of several 
centuries ago. The fisherman was kindly treated by them, and resolved 
to return there. But once he had gone away he could never find his 
way back. 

Tasting during earthly life already the joys of eternity is the privilege 
of the enlightened recluse, who, in his abode far from the loud world, re- 
turns to the simple life exalted by the Taoist writers. Thus the repair- 
ing of the sage to his mountain retreat, the scholar’s rustic excursion, 
which makes him realize the futility of worldly hopes, the ecstasy of the 

2) Giles’ footnote : * The whole story is allegorical, and signifies that the fisherman 

had been strangely permitted to go back once again into the peach blossom days of his 
youth ’ entirely misrepresents the purport of this essay, and should be disregarded. 
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recluse %?lio by contemplating the forces of nature beholds the eternal Tao, 
all these, motifs may be classified under the group of the mystic journey. 

■ In connection with this motif two pe.rsons, the cViao-jen Fuel 
..Gatherer, and the yti-fii the, .Old Fisherman figure pro,minentiy. They 
■are the. approved symbols .of simple life in complete harmony with Tao, 
as opposed to the cares and sorrows of the world.. Above we saw that 
it was an old fisherman . that discovered the Peach Blossom Fountain. 
Al.ready the philosopher Chuang-tzu uses the Old Fishe.rman as a symbol 
of the sage who has realized truth : in the chapter entitled Yii-fii the 
Old.' Fisherman appears T . , his beard and eyebrows were turning 
white, his hair was all uncombed, and his sleeves hung idly down . . . ’ 
He points' out to Confucius the Right Way,, after that ' . . He shoved 
off his boat, and went away among the green reeds V (Legge). Also 
in later literature the Old Fisherman and the .Fuel Gatherer are pre- 
ferably chosen for delivering wise words about the meaning of life. The 
great Sung writer and artist Su Shih (Su Tung-p'o) wrote the Yu-ck'ma- 
hsien-hua ‘ Leisurely Discourses of the Fuel Gathe,rer and the 

Fisherman,’ and the famous scholar Shao Yung 1011-1077) of the 
same period, chose this pair to deliver his philosophical principles; 
c£ his Yu-’chHao-tui-win .glJlifPB , ‘ Dialogue between the Fisherman and 
the Fuel Gatherer.’ 

In the repertoire of the Lute there occur many tunes that express 
this idea. ■ As a first ■ example I may mention the tune Ch'im-ko 
^ Song of the Fuel Gatherer,’ to be found in most handbooks, and gen- 
erally ascribed to Mao Min-chung a composer of the end of the 

Sung period. The Sken-chi-pi-pti (c£ Appendix II No. 10) says that 
Mao Min-chung composed this tune when fleeing from the Mongol 
invasion of China. The eleven parts bear the following subtitles : 1. 
Flying from the world, without sorrow 2. Proudly looking down 

on worldly affairs 3. Settling down far on cloudy mountain 

tops 4. Shouldering one’s axe entering the wood Atf:, 

5. Enjoying Tao while reading one’s books 6. Shaking one’s 

clothes on a steep cliff 7. Whistling long in the echoing vale 

ilWFUF, 8. Singing the opportune Mnd ||ir>Srja (for the exact meaning 
of the expression chmg-kung-fing c£ Hoii-hm-$hu, the biography of Cheng 
Hung iP3:), 9. Having obtained the true insight, whistling long MB.-SPih 
10. Advanced in years like the long-lived pines 11. In a drunken 

dance descending from the mountain 

Secondly there is the Yu-ko S;t®, ;.£Song of the Fisherman,’ ' the 
pendant of the tune mentioned above. This tune is ascribed to the 
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great T'ang poet' Liu Tsung-yiian 773-819). In the handbook 

of Yang Piao-ch^ng. (see above) this tune has not less than' 18 parts^ 
which bear the following subtitles 1. Clouds over'' the rivers Hsiao and 
Hsiang (two rivers in Hunan province, famous for their beautiful scen- 
ery) 2. The autumn river is glossy like, silk 3. Mist and 

rain over lake Tung-t’ing (the famous lake in the north of ' Hunan pro- 
vince) 4. The misty waves of the river Hsiang 5. 

The brilliant moon in the broad heaven 6. ' Antiphonal song 

of the fishermen 7. .Cries of the wild geese 8.' At 

evening mooring near the western rock 9. Evening-song of . the 

fishermen 10, Lying drunk among the rushes pglvlCTE? H* 

Evening-rain outside the weed-growm window 12. The falling 

leaves of the wu-fung tree 13. At dawn drawing water from 

the Hsiang river 14. The fishing boats are rowed out 15. 

Throwing the nets in the cool river il-ZlSIir 16. The sun appears, the 
mists dissolve Hlhifflij 17. A splashing sound of the oars 18. 

Highness of the mountains and eternity of the streams 

All tunes belonging to this first group correspond to that part of 
chhn ideology that above I designated as mainly Taoistic in character. 
Those tunes that belong to the next group, however, bear a more 
Confiicianist character. They often treat of Confucius and other saints 
of antiquity, and celebrate the conduct of historical persons. 

2. Tunes of a semi-historical character. Under this group I classify 
all tunes that are connected with some famous person, or with a well- 
known historical theme. Among this category there must be mention- 
ed in the first place the many compositions connected with Confucius. 
The Sage is said to have been a great Lute player, and according to 
tradition he composed several Lute melodies at critical moments of his 
eventful life. As a specimen I mention the famous old tune I4an 
* Alas ! the Orchid.^ This tune is already mentioned in a catalogue of 
chin tunes of the Han dynasty, the ChHn-tsao (cf. Appendix II, no, 1), 
the oldest list of ch’in tunes that exists. There it is said : ‘The elegy 
I«lan was composed by Confucius. He had visited in succession all the 
Feudal Princes, but none of them could employ him. Returning from 
Wei to (his native state) Lu, he passed a hidden vale, and there ob- 
serv’ed a fragrant orchid flourishing alone. Heaving a sigh he said : In 
tmth, the orchid should be the perfume of kings, but now it is flour- 
ishing alone as a mate of common plants. It might be compared with 
the wise man, who finds that the times are not suited for practising 
his principles, and (consequently) associates with the common people. 
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Having said this he halted his chariot, and drawing his Lute near him^ 
he composed a tune on the orchid ^ mmm. 

mwm± 0 ^ The handbooks 
generally ascribe the tune to Confucius himself; the Shen-chi-pi-pu (see 
above)' remarks : ^ Wise men of olden times, taking this occurence as 
an example, composed this elegy ^ The tune as pre- 

served in early Ming handbooks does not show the characteristics of 
old melodies; cf. the transcription of part 1 and 2 by Courant, op. cit. 
page 170. 

Another tune of a semi-historical character that is found in nearly 
all handbooks is Hu-chia ‘ Barbarian Reedpipe.' This tune has 18 
parts, and therefore is also often called Hu~chia-skifi-pa~p^o ~illS-hAl9 
^ Eighteen blasts of the barbarian reed pipe/ This tune was composed 
by the T’ang musician Tung T’ing-Ian who flourished during 

the K^ai-yiian period, 731-741). The subject is the exile of Ts’ai Yen, 
daughter of the famous scholar and musician Ts’ai Yung (133-192; see 
above), round w^hom several Lute stories centre. The Shen-chi-pi-pu 
(see above) adds to this tune the following introduction : * When the 

Han dynasty was in great confusion, Ts’ai Yen was abducted by Hu 
horsemen into the barbarian country, and there made the wife of their 
king. She stayed there twelve years, and bore the king two sons. The 
king held her in high esteem. Once in spring she ascended a barbari- 
an chariot, and was moved by the sound of the reed pipes; she made 
a poem to express her feelings. . . . Later the Emperor Wu, because 
of his friendship with her father Ts’ai Yung, despatched a general 
who redeemed her. She returned to China, but her two sons remain- 
ed among the barbarians. Later, when the barbarians longingly re- 
membered her, they rolled a reed into a pipe, and blew^ on it melancho- 
ly tunes. Thereafter Tung T’ing-Ian of the T’ang dynasty, who ex- 
celled in the laws of music as expounded by Shen Yo and Chu Elsing- 
hsien^^, transcribed this music of the barbarian reed pipe for the Lute, 

3) SMn-chia-sMng, chu-chia-sheng : the meaning of these tmo terms is doubtful. 
Some sources give for i!fc, and instead of .i£. It would seem that they, refer to two 
schools (chza of musical theoiy', each called after the name of its chief exponent. I 
wrote Sh£n Yo and Chu Hsiang-hsien, because the first 441-513) was a famous 

musical theorist, and the second Liang dynasty) a well-known Lute expert of 

about the same period. This, however, is a mere guess, that does not pretend to settle 
the question. Modem Chinese scholars have given up the problem as hopeless ; cf. 
Yang Tsung-chi in his Ch'tn-^ksueh^ts^ung-shu (cf. Appendix II, no. 7), Ch^in-kua ch. 

2 page 11, and also the relevant items in the Yin-yueh^tzhi-iien by Liu Ch*&g4u 

Shanghai 1935. ^ 
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and so made two tunes, called the Smaller and Greater Barbarian Reed- 
pipe ’ -f 

mmamm 

SSSifeo Evidently this story was made up to explain a posteriori the 
presence in the chrin repertoire of an obviously un-Chinese melody. 
The 16th part of this tune has been transcribed in western notation 
by Courant, op. cit. page 171. This tune is very popular in China, 
and is to be found also in the repertoire of the flute, erh-hu, ph-p*a 
and other instruments. 

As a third example I may quote the highly attractive composition 
Mei-hua-san-nung ‘ Three variations on the Peach Blossom.’ 

This melody was originally intended for the flute, and the famous 
flautist of the Chin ^ period, the scholar Huan I is mentioned 
as its composer. Tradition asserts that he played this tune for Wang 
Hui-chih son of the great calligrapher Wang Hsi-chih, 321-379), 

when they happened to meet on the road. In the Shen-chi-pi’-pn (see 
above) this tune has ten parts, which bear the following subtitles ; 1. 
Evening moon over the mountains 2. First variation : Calling 

the moon. The tones penetrate into the wide mist 3. 

Second variation : Entering the clouds. The tones penetrate into the 
clouds 4. The Blue Bird calls the soul 5. Third 

variation : Trying to pass the H6ng river. The tones imitate a long drawn 
sigh 6. Tones of a jade flute 3 E^i, 7. Plaques of 

jade hit by a cool breeze 8- Tones of an iron flute 9. 

Peach blossoms dancing in the wind 10. Infinite longing f:f| 

The main melodic pattern of this tune is contained in parts 2., 
3., and 5, w^hich are transpositions of a extremely delicate and refined 
melody. 

These three examples might be easily increased by scores of others. 
I mention only the I-chiao<hin4i regarding Chang Liang the 

famous general of the end of the Ch’in period, the Yen-kuo-hmg-ya?ig 
said to have been made by the poet Su Wu died 60 B. 
C.) during his captivity among the barbarians, and the Ch'u-yilan-wen- 
ascribed to CE’ii Yiian, the well-known poet of the 4th' 
century B. C,, etc. 

3. Musical versions of literary products. Foremost among this 
group come musical versions of some odes of the Shih-ching 
Kuan-chu ^ gm, the opening ode ■ of this classic, which celebrates 
the virtues of the bride of King - W6n of Chou, is, of course, famous. 
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Then the Lu-ming a festive' ode, where a banquet for high guests 
is described. It would seem that these two odes are inserted in the 
chhn repertoire because both mention the Lute , (cf. above, chapter I, 
page 6-7). These tunes are transmitted in greatly var}dng versions. 
Still they show some archaic features, and therefore deserve a special 
study; they may contain some old musical motifs. 

The other tunes belonging to this category can be described in a 
few words : most of the better known literary products,, which mention 
the Lute and its music, or generally co.rrespond to the tenets of chhn 
ideology, have been made subjects for Lute melodies, ' Most handbooks 
contain musical versions of the Li-sm of Ktiei-ch'u-lm-tzhi 
Teng-wung-ko Nan-hsun-ko etc. Many examples of poems 

and essays set to Lute music may be found in the handbook Simg-fmg- 
ko-ch'in-pu , compiled by Ch'eng Hsiung (^H; his, preface is' 

dated 1677). The reverse process is followed when new words are 
made to existing melodies; this is called fien-tz'u iMM- ' Examples of 
tunes with then-tz'u may be found in the handbook Shu-huai-tsao 
the sister volume to the Sung-feng-'ko-cKm-pu. 

4. Tunes descriptive of nature. Tunes of this type, together with 
those describing a mystic journey, occupy three quarters of the entire 
chin repertoire. After the remarks made above (chapter III, section 3), 
this connection of the Lute with scenic beauty needs no further com- 
mentary. 

Ts'ai Yung (see above) is mentioned as the componist of Ch'ang-^ 
cKing a solemn melody that describes winter, and the coming of 
spring. The Shen-chi-pi-pu remarks : ‘ This tune takes its inspiration 
irom the snow, it describes its purity and freedom from all earthly 
stains, it expresses contempt for the world and elevation to empty cle- 
arness ’ mmmm. The mine parts 

of this tune are entitled ; 1 . Heaven and earth breathe purity 

2. A clear snow morning 3. Snow and sleet fall together 

4*. Mountains and w’^ater merge in each other ih'M— 6, 5. The 
brilliant sun in the sky 6. The wind blows through the 

luxuriant forest 7. River and mountain are like a picture acfU 

Ja®, 8. The snow melts on cliffs and in vales ' 9. Spring 

returns to the world 

Further Kuo Mien (#;t§. Sung dynasty) composed a tune on the 
rivers Hsiao and Hsiang (see above), entkhd Hsmo-hsiang-shui-yun ;MI 
7kM ‘ Clouds over the rivers Hsiao and Hsiang.’ The ten parts bear 
the following subtitles: 1. Mist.mnd rain over lake' Tung-t’ing 
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2» 'The rivers Chiaog and Han are quiet and clear 3. Shadows ' 

of the clouds cast down by the. brilliant sky 4. The water is 

one with the \ sky 5. Rolling waves, flying clouds 6„ 

The rising wind stirs the waves 7. Sky and water are of the' 

same azure colour 7 Jc^-Sv 8. The cold river in the cool moonshine 
9,. Limpid waves stretching for ten thousand miles 10. 

The scenery contains all aspects of nature 

here of course must also be classified that most famous of all 
Lute melodies, . the tune called Kao-shan4iu-shui i5p4i5S7ic ‘ High moun- 
tains and flowing streams/ This composition is ascribed to Po Ya 
also called Po-tzu-ya the paragon of all Chinese Lute players. 

He is said to have been a man from Ch’u who lived during the 
Ch’un-ch’iu period. The story about him and his friend Chung Ch’i 
(MSij also called Chung-tzu-ch’i is related in Lieh-tzu, chapter 

T'ang-w^n : ‘ Po Ya was a great Lute player, and Chung Ch^i a great 

listener. Po Ya while playing the Lute thought of ascending high 
mountains. Then Chung Chfi said : How excellent ! Impressing like 
the T'ai-shan 1 And when Po Ya thought of flowing streams, Chung 
Chh said : How excellent ! Broad and flowing like rivers and streams! 
What Po Ya thought Chung Ch’i never failed to understand. Once 
Po Ya roamed on the northern flank of the T’ai-shan. Caught in a 
torrential rain, he took shelter under a cliff. Sad in his heart he drew 
his Lute towards him, and pulled the strings. First he played the 
elegy of the falling rain, then he improvised upon the sounds of crum- 
bling mountains. But as soon as he had played a tune, Chung Chh 
had already grasped its meaning. Then Po Ya pushed aside his Lute, 
and said with a sigh : Excellent, how excellent ! Your hearing is such 
that you know immediately how to express what is in my mind. How 
could I ever escape you with my tones ! 

The Lii-shih-ch’un-chhu supplements 
this story as follows : * W^hen Chung Ch’i died, Po Ya broke his Lute 
and tore the strings, and all his life did not play any more, as he 
deemed the world not worthy to be played to V 

There is hardly any Chinese book or treatise on music that in 
some form or other does not quote this story: cf., for instance, the 
quotation in chapter III above, section 4, the last passage of Ying 
Shao’s essay. In later times the story was elaborated further, and 
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made iato.a novel no. 19 of the collection Ckm-ku- 

cM-ktim ■4-S'etil). 

This .story .may, be said to contain the essence of the system of 
ch^in ideology j stressing' as it does the supreme importance of the 
significance of, Lute music: to express it while playing, and to under- 
stand it whi.le' , listening. Although about Po ' Ya and Chung Ch’'i 
nothing is reliably known, there can be no doubt that the motif , itself 
is a ver}^ old one : perhaps it is an echo of the sacredne.ss of music 
in ancient China. 

The date of the composition which is transmitted under the name 
Kao-shan4iu-shui^ however, must be placed comparatively late.. It is 
not mentioned in the ChHn-tsao^ and appears only as late as the T'ang 
period. The author of Shen-chi-pi-pu (see above) divides the com- 
position into two separate tunes, which he calls Km-shan and Liu-^shuL 
But in his preface to the former he says that originally they formed 
but one tune; during the T’ang period this tune was split up in two 
parts, each without further subdivision {tuan |^). During the Sung 
dynasty the part Kao-shan was divided into 4 tuan^ and the part Liu- 
shui in 8 bm 

MAMc The Chhng handbook CKim^-ts^ ao-f ang-chHn-pu (cf. appendix 
II, no. 16), however, gives it as one tune, and asserts that it was 
during the Yiian dynasty that the tune was wrongly divided into two 
parts. Be this as it may, the tunes transmitted in the handbooks under 
this name do not seem to represent real old music. Ytxj late is a 
special version of the part Liu-shui, a kind of ‘ show piece, ^ composed 
by Chang K’ung-shan It ■ was ' published in the T'ien-men-ko- 

cMm-’pni-chi-cffeng (cf. Appendix II no. 17), and reprinted and analysed 
by Yang Tsung-cM in his Ch^in-hsueh-ts^ung^-shu (see above), Ch'in-pu 

ch. 3. This tune is technically so complicated, that the composer 
had to invent a dozen new signs to be able to record this music in 
notation. Although interesting as a proof of the many possibilities of 
Lute music, it has no value for the study of Chinese music. But the 
ideological motif which it bears in its name goes doubtless back to 
many centuries B.C. 

5. 'Tunes descriptim of literary life. Most of the tunes belonging 
to this type are of later date, as a rule from after the Sung dynasty. 
They sing the joys of the leisure hours of the scholar, passed with re- 
fined pleasures. As an example the following tune, ascribed to the 
literatus Liu Chi (gl^, 13 IH 375),, may suffice. It is entitled 
cUuang-yeh-hua * Literary gathering in the evening.' The hand-' 


Significance of the Tunes 


97 


book of Yang Piao-cheng (see above) gives the names of its ten parts 
as follows : 1. Bridling emotions, indulge in meditation 2. 

Celebrating antiquity, deploring the present 3. Composing poetry 

and drinking wine Discussing current topics 5. Idem, 

6. A song with clapping of the hands i®, 6. 7. Elevated talk in the 
quiet night 8. Thousand miles, one square 9. Half of 

this evening equals ten years 10. Kindred spirits, kindred 

traditions 

About ninety five per cent of the tunes that are contained in the 
Lute repertoire may be classified under one of the above five groups. 
The remaining five per cent are purely musical compositions, and some 
Buddhist chants. 

It goes without saying that the above classification is in many 
respects very arbitrary : the tunes have been selected from various Ming 
handbooks, and give but a very general idea of their contents. Still 
the above will suffice to show that nearly all the tunes of the Ming 
repertoire have some special meaning or portent : they are what now- 
adays would be called ' programme music.’ The music is not used in- 
dependently, but chiefly as a means for expressing an idea, for convey- 
ing an impression. Music is made subservient to motif. 


CHAPTER THE FIFTH 
SYMBOLISM 

1. SYMBOLISM OF TERMS AND NAMES 

Symbolism of the technical names for various parts of the Lute 
— Preponderance of the elements Dragon and Phoenix — Symbolism 
of special names given to Lutes. ^ 

The constniction . of the Lute in general I have already discussed 

in chapter I (p. 4), at the same time quoting the technical names of 
some of its component parts. This technical terminology is very old : 
references in literature tend to show that it was already more or less 
fixed during the Han dynasty. As these terms illustrate some aspects 
of ch’in ideology, I shall here discuss them in greater detail. 

Illustration VIII shows the upper side (on the right) and the bottom 
(on the left) of a Lute, with the technical names of each part added. 
Observing first the upper side, we see that the narrow, low bridge where 
the strings pass over the sounding box is called lung-yin UK ‘ dragon’s 
gums ’ ; this part of the Lute suggests the roof of a dragon’s mouth. 
The higher bridge on the other end, where the strings are fastened to 


Figure yill 


the silk loops, is called yo-shan Siif. Yo is another name of the famous 
mountain, the T’ai-shan in Shantung province, a symbol of immovability 
and aloofness. 

The narrow space seen beneath this bridge is called feng-e 
‘ phoenix forehead like lung^yin mentioned above, this term is appar- 
ently chosen because the slightly bent surface suggests also the forehead 
of the phoenix. The two terms for the small and the larger indentation, 
hsien-jen-chien ffijAM ‘ shoulders of the Immortal ^ and ym H ' waist,’ 
are self-explanatory. 

The left extremity of the Lute is called chiao-wd MM ' scorched 
tail,'’ This term refers to an anecdote told about the famous scholar 
and Lute amateur Ts’ai Yung 133-192). Ch’in handbooks usually 
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give this story as follows : ■ ‘ People from Wu were burnirig a log of 
f ung wood for their cooking. Ts’ai Yung, when he heard its crackling 
sounds, said : This will be the right material for making a Lute ! He 
asked whether he might have the log, and made a Lute from it. At 
one end, however, the marks of the burning still showed; therefore he 
called this Lute Scorched TaiF 

mmm. in lists of Lute names there occurs 

the appellation I-hsin * Left-over fuel h this name refers to the same 
anecdote. ■ 

The bulging part above the ^ waist ’ is called kuan-chueh ' cere- 
monial cap/ since it shows the same outline as this type of headgear. 
Both sides are called fSng-ck'zh MM ' Phoenix wings,’ because they re- 
semble the straight wing feathers with which this mythical bird is 
usually represented. 

Turning now to the bottom board, we see in the first place the 
two sound holes, to which I have already referred above in chapter I 
(p. 4). Usually the largest one is called lung-chHh WM ^ dragon 
pond,’ and the smaller feng-chao MM ‘ phoenix pool.’ But from the 
CMin-tsao (cf. Appendix II, no. 1) it would appear that during the Han 
period the upper hole was called simply cKih ‘ pond,’ and the lower 
one pm ^ ‘ shore.’ A Korean source of the Ming dynasty {Yueh-hsileh-^ 
kuei-fan preface dated 1610) calls the upper hole lung-Muan 

IM, ‘dragon fountain,’ and the oXkxtt fHg-diih ‘phoenix pond.’ 

The two pegs for fastening the strings are called yen-tsu ‘ goose 
feet,’ doubtless because of their suggestive shape. The lower part of 
the fing^e is called fing-shi ‘ phoenix tongue.’ The remaining 
terms have no special connection with the lore of the Lute. 

The terms mentioned above show the preponderance of the two 
elements Phoenix and Dragon. The lore connected with these two 
mythical animals pervades the ideology of the Lute : as will be seen 
below, many special names of Lutes refer to the Phoenix or the Dra- 
gon, and not a few tunes celebrate their eminent^ qualities. 

It is not only in Lute music that these two fabulous animals occupy 
a foremost position : they are closely associated with Chinese music in 
general. They figure prominently in the decoration of the instruments 
of the ceremonial orchestra, and some instruments even derive their 
names from them (e.g. Lung-ti feng-huar^-hsiao both names 

of flutes). 

Chinese sources explain the close connection of phoenix and music 
by the fact that according to tradition it was the notes sung by the 
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male and female phoenix that in hoary antiquity inspired man to con- 
tract the twelve lii the sonorous tubes that form the basis of 
Chinese musical theory (cf. Han-shu mm, Lu-li-chih And with 

regard to the dragon they say that the lofty and awe-inspiring qualities 
o this mythical animal, and its rolling growlings when it roams through 
the clouds, suggest the solemn tones of ceremonial music. But the 
secondary character of these explanations is evident : they represent 
endeavours to explain a posteriori an association, the real origin of which 
no longer understood. The real origin must probably be sought 
m ancient Chinese beliefs, where the original forms of dragon and 
phoenix, i.e. spirit oj the waters a.nd fire-bird, played an important role, 
both being considered as granters of vitality and fertility. As such 
these animals figured prominently in the sacrifices and the ceremonial 
music connected therewith. This question, however, deserves a special 
investigation. 

Next there are the special names born by Lutes. When a connois- 
seur obtains a Lute the tones of which appeal to him, or which because 
of Its colour. Its shape or for some other reason captures his fancy, he 
will choose a special name for it. This name is carved in graceful 
characters m the bottom board (usually in the space above the Dragon 
Fond; ct. ill. II, ,n chapter I of this book), and henceforward the 
instrument is always referred to by this special name, which gives it 
something of a personal character, and individual appeal. 

Later connoisseurs may add laudatory inscriptions or other remarks, 
and so antique Lutes are not unfrequently covered with various inscrip- 
tions and seals, which make it a favourite object for the connoisseur’s 
appreciation. For the carving of these inscriptions there exists a special 
technique, which I have discussed in Appendix III For our pre- 
sent subject, however, it is only the names themselves that are of im- 
portance. 

The happy owner of a beautiful instrument is free to choose any 
name for it that appeals to him. But usually it is selected from the 
existing lism of approved Lute names. Such lists are to be found 
among the introductory chapters of most of the handbooks for the Lute. 

A lew were published separately. The best known is the Ya-cKin- 
compiled by Hsieh Chuang (|»ss, style: Hsi-i m 
421-466); this text is to be found in the Hsun-chih ligjg edition of the 
huge ts’ung-shu Shuo-fu Just as in the titles of the tunes, also 


4 ) The Lute as an Antiqm, p. 180 below. 
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in these names of individual instruments various aspects of ch’in ideo- 
logy are to be found reflected. 

The greater part of the names describe the beautiful tones of the 
instrument. I mention, for instance, names like Ling-lung-yu 
‘ Tinkling Jade,’ Hao-chung ' Singing Bell,’ Yen-ying PH ‘ Echo of 
a Goose cry,’ Ch’m-lei ‘ Spring Thunder,’ Ming-yu p ,|5 ‘ Singing 
Jade,’ Lung-yin ‘ Dragon’s Growling,’ Lin-lang ^ etc. 

Others refer to the fact that the Lute is the repository of the cor- 
rect music of the Ancient Sages : to this category belong such titles as 
Ts’un-ku ‘ Preserving Antiquity,’ Yu-sMng SM ‘ Befriending the 
Ancient Sages,’ Huai-ku ‘ Cherishing Antiquity,’ Tai-ku-i-yin 

Tones bequeathed by high antiquity,’ Ta-ya izM ‘ Great Elegance ’ 

Others again suggest the atmosphere that surrounds the Lute and 
its music. Here I would classify for instance : Ku-fung ffl® ‘ Lone- 
ly dryandra tree,’ Han-yii ‘ Cool Jade,’ Sung-hsueh ‘ Snow on 
the pines,’ Yang-sheng-chu ‘ Master of nurturing life,’ Hsiieh-yeh- 

chung ‘ ^ snowy night,’ Ho-yu Mm ‘ Friend of the Crane,’ 

Ching-yu ' Friend of Serenity,’ Fou-ch’ing ‘ Floating Sonorous 
stone,' Sung-hsien ©fdi ‘ Immortal of the Pine forest,’ etc. Some names 
of four characters evoke a picturesque scenery, suggesting refined aesthetic 
en joyment, so dear to the artist and the connoisseur : Shih-shang-ch’ing- 
cKuan ‘ ^ clear stream flowing over stones,’ Hsueh-yeh-ckung- 

shertg 9.^^^ ‘ The sound of a temple bell on a snowy evening,’ Pf- 
tHen-fSng-ming ‘ A phoenix singing in the azure sky,’ CKing-hsiao- 

ho-ld W-mP ‘ A crane crying in the high air.’ 

The above are only a few examples : the lover of the Lute may 
choose any name that pleases him from the vast field of Chinese liter- 
ary allusion. 



2. SYMBOLISM OF TONES 


Great importance of timbre in Lute 
to define the various sorts of timbre —Lg] 
tions, in text and translation. 


Most handbooks for the Lute player include among the introductory 
chapters a special section entitled ChHn-sMng lit. ' Tones of the 
Lute.’ There an attempt is made to express in words that extremely 
elusive element that constitutes one of the chief charms of Lute music: 
the timbre, the colour of the tones. 

Through the delicate structure of the Lute, the strings respond to 
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the most subtle nuances in the touch. The same note obtains a dif- 
ferent • colour when it is played with the thumb or with ' the forefinger 
of the right hand, and the timbre changes according to the force with 
which the string is pulled. This applies especially to the technique of 
the left hand : beneath the nimble and sensitive fingers of the expert 
player the strings show a wealth of unsuspected modulations. The 
high notes may either have a dry, almost wooden sound, or they may 
be sharp and metallic, and in another passage the same note may be 
clear and tinkling, like a silver bell. Low notes may be broad and mel- 
low, or so abrupt as to be nearly rattling. 

As the correct application of the various sorts of modulation is the 
basis of Lute music, the Chinese have given much care to describe and 
define the various touches and the results they produce. In choosing 
the terminology they borrowed freely from the rich vocabulary of aes- 
thetic appreciation, used by Chinese artists and connoisseurs^^ Next 
to special musical terms like cKing g ‘ light,' or sung ^ ‘ loose,' we also 
find old appreciative adjectives, which are not easy to translate. We 
find for instance words like yii cKing ?f, and hsu ji*, each of which 
suggests a definite atmosphere or mood. In most cases it is impossible 
to cover all the associations evoked by such a term with one single 
English word : their meaning must be understood through the context. 

Not a few Chinese musicians have made endeavours to formulate 
such definitions for the various sorts of modulation. Well known, for 
instance, is a set of 24 articles, entitled CKin-huang drawn up by 
the Lute expert Hsii Hung and to be found in the Ta-huan-ko- 
cKin-pu first preface dated 1673), a handbook for the Lute 

connected with his name (the second article has been translated by 
Laloy, on page 71 of his La Musique Chinoise : cf. Appendix I, no. 5). 
Universally approved, however, is the set of definitions formulated by 
L^ng-hsien the ' Immortal L6ng,' under the title of Ch’in-sheng- 
shih4iu-fa ‘ Sixteen Rules for the Tones of the Lute.' 

The/ Immortal Leng ' was a great musician of the beginning of 

5) Both Chinese and western dictionaries are sadly inadequate in their explanations 
of the hundreds of special terms that constitute this vocabulary. Yet an understanding 
of the scope of these terms, and of the subtle nuances in sentiment they imply, is absolutely 
necessary for a correct interpretation of the writings by Chinese art critics, whether their 
subject is fine art, belles lettres, scenic beauty or music. It is to be hoped that some day a 
sinologue with artistic interest will undertake to compile a special dictionary of Chinese 
aesthetic terms, illustrated with appropriate quotations. A beginning on a small scale 
has been made by Lin Yu-t’ ang in his The Importance of Living (New York 1937), Appen- 
dix B : A Chinese critical vocabulary. 
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the Ming dynasty ; his real name was Leng Ch’ien style : Ch’i- 
ching lit. name Lung-yang-tzu mWi^, died between 1403-1424). 
About 1370-1380 he occupied the position of Chief Musician in the 
Yvieh-pu the Board of Music. Next to music Leng Ch’ien was 
deeply interested in Taoist magic; the Imperial Catalogue (ch. 147. p. 
10 verso) mentions a book by him entitled Hdu-ling-yao-chih 
‘ Important directions for prolonging life.’ Apparently he lived to be a 
proof of the truth of his beliefs, for according to tradition he was 
over a hundred years old when he died (cf. I-nim-lu ch. 5). 

His Ch’ in-sheng-shih-liu-fa, which I translate below, is reprinted in 
many of the later ch’in-pu, usually without quoting Leng Ch’ien as the 
author. Therefore this essay is sometimes ascribed to other musicians. 
Next to the ch’in-pu, it is also to be found in the Chiao-ch’uang-chiu- 
lu by Hsiang Yiian-pien 1525-1590), and in the T'm- 

chi-ts ung-shu (SiL®®, see above). For my translation I have used the text 
as published in the Chiao-cKuang-chiu4u, 

This text presents various difficulties. The sentences are brief, and 
often ambiguous. It is often not clear whether appreciative adjectives 
apply to the finger technique or to the tones produced by it. In my 
translation I have taken all these adjectives to refer to the finger technique, 
in order not to confuse the reader. 

The appreciative adjectives are not easy to render adequately : they 
suggest rather than describe, they indicate but do not define. Many a 
sentence might in the translation have been spun out to a whole passage. 
I have aimed at brevity, leaving it to the reader to interpret the passages, 
and to elaborate their meaning. I do not pretend, however, that my 
translation is final: in many cases my translation is but one of a dozen 
different possibilities. 

Often our text uses special terms referring to various parts of the 
finger technique; as those are discussed in the next section of this 
chapter, I have left them here without any special explanation. 

SIXTEEN RULES FOR TBOE TONES OF THE LUTE 

1. Chhng @ : The Light Touch. 

Not light and not heavy are the tones of balanced harmony. When 
the melody starts^^, one should aim at playing in these balanced tones. 

6) SIM, in the handbooks often abbreviated to literally: beginning of the 

the melody. A tune usually opens with art introductory movement, which has no melodic 
connections with the following parts. Then, mostly in the middle of the second move- 
ment, the chief melodic pattern of the tune appears for the first time. This passage is 

marked, with the sign BM* 
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If, in applying the light and heavy touch, the rules of decrescendo and 
crescendo, are adhered to, the sentiment of the tune appears of its own 
accord. ' The light touch is the most difficult of all. If not enough 
force is applied, then the tone is vague and not true, dim and not 
clear; though light, it is not elegant. The middle light tones are fault- 
less, clear and true. (When applying the light touch) one should consi- 
der the string being as thin as one single silk thread of one tenthous- 
andth of an inch, the sound of which is spoilt when the finger as much 
as approaches it. Then these tones shall express a sentiment of infinite 
profundity. Sometimes one whole phrase or bar is played in the light 
touch, but there exist also the mixed, the higher and the lower light 
touches. Their tendencies vary, but, with regard to all, the main point 
lies in clearness and truth. 

-mmo 

mmm. mmmm. 

2. Sung If : The Loose Touch. 

The beauty of vibrato and vibrato ritardando lies in the loose 
touch. The left hand should move up and down over the string in a 
rounded-off movement, light and freely, without any jerks or hitches. 
It should not be too hasty, nor too slow, but just right : this is what 
is called the loose touch. Heavy, thin, slow and quick vibrato and 
vibrato ritardando, all are based on the loose touch. Therefore, the 
wondrous music of the Lute entirely depends upon touch. If the 
touch is rounded oflF, then the emotions are unified ; if the loose touch 
is lively, then the thoughts are elated. The light touch should evoke 
an impression as of water rising in waves, its substance should evoke 
an impression as of pearls rolling in a bowl; its sound should be like 
the resonance of intoning a text : this is what is called the loose touch* 

mm. mmm 

3. Ts^ut.M • The Crisp Touch. 

The crisp touch is firm. Even for playing tunes of soft harmony 
and great elegance, both hands should attack the strings firmly, so that 
the tones will not be turbid. For each hand this crisp touch is used, 
but it is hidden and does not come into sight, and it is not easy to 
express. When the right hand drags on the strings, then the tones 
will be turbid and dull. Therefore it is said ; One should attack the 
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strings with the tips of the fingers, touching them vertically from above. 
If one does not attack the strings- smartly, then the tones will be sticky 
and irregular. Therefore it is said : The resonance should be like 
metal or stone, the movement of the fingers should be like the rising 
wind. For understanding the crisp touch, the swiftness of the fingers 
should first be known. The swiftness of the fingers is. rooted in firm- 
ness. The firmness of the fingers is rooted in the arm. If the strength 
of the arm is applied, then the firm, crisp touch may be executed. 
Not until then can it be understood that the tendency to turbidity 
inherent in the strings does not annoy the true musician.”^ 

mn. .©iTa. mwM 

mm. MB. mmtmm. 

4. Hiia : The Gliding Touch, 

Gliding means flowing : it is the opposite of halting. The tones 
tend to be halting, and the fingers tend to be gliding. By nature the 
tones tend to be drawn out, and to follow each other in slow succession, 
like the bubbling sound of a stream, that goes on gurgling endlessly. 
Therefore this is called halting. If the finger technique is impeded, 
then it is not swift. The fingers should move up and down like gusts 
of wind, therefore this touch is called gliding. The most important 
point in the movement of the fingers is of course gliding. But some- 
times also stopping is important. This stopping should be considered 
as a pause in the gliding. So that when in a tune there is halting, 
there must also be gliding; and if there is gliding, there must also be 
halting. Then both obtain their real significance. 

mBBo 

mam. sgfcit. 

5. Kao m: The Lofty Touch. 

Although the lofty touch resembles the antique touch (see below 
sub no. 11), they are essentially different. The antique touch is ex- 
pressed by resonance, the lofty touch is modelled after melody. If the 
finger technique is serene and clear, and if moreover one can apply the 
lofty modulation, only then shall the meaning of the tones reach the 
mysterious wonder. Therefore this touch is of the utmost tranquillity, 
like a deep well that can not be fathomed, like a high mountain whose 
top is lost to the eye. It flows on, like streams that are never ex- 

7) The text reads : , which does not seem to make sense, 

I follow the text as reprinted in the Wu-ckih-chai^ch’in->pu (cf. Appendix II, no. 14). 
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haustedj and it is soundless like the threefold sound^^ of emptiness. 

Hi. ^ 

6. Chieh ^ : The Pure Touch. 

If one wishes to attain perfection in tone, one should first attain 
perfection in the finger technique. The way of perfecting the finger 
technique passes from being to not-being, through multiplicity to simp- 
licity. Not discoloured by one speck of dust, not defiled by one flaw, 
the secret of the finger technique dwells in the stage of the highest 
purity. But generally people do not realize this. If in the finger 
technique purity is perfected, then the tones become more and more 
rarified.'^ The more rarified the tones are, the more the spirit nears 
eternity- Therefore I say : If one wishes to perfect wondrous tones, 
one should first perfect the wondrous finger technique. In order to 
perfect the wondrous finger technique, one must necessarily start with 
cultivating purity in oneself. 

?\mmo mwm. mmm. 

immm. ssh . wmup 

7. Chhng ^ : The Clear Touch. 

All tones are governed by clearness. If the place where the music 
is performed is secluded, clearness results ; when the heart is serene, 
clearness results; when the spirit is solemn, clearness results; if the 
Lute is tiue, clearness results ; if the strings are clean, clearness results. 
Only when all these factors that affect clearness are assembled may one 
aim at clearness in the finger technique. Then left and right hand 
shall be like Male and Female Phoenix, chanting harmoniously together, 
and the tones shall not be stained with the slightest impurity. The 
movement of the fingers should be like striking bronze bells or sonorous 
stones. Slow" or quick, no secondary sounds shall be produced, so that 
when hearing these tones one obtains an impression of purity— as of a 
pool in autumn, of brilliancy— as of the shining moon, of dim resonance 
—as of the babbling water in mountain gorges, of profundity — as of a 
resounding valley. These tones shall in truth freeze alike heart and| 


8) In Chuang-tzu , chapter there are mentioned the sounds 

of Heavenly, of Earthly and of Human Emptiness, ym> MWu AM- Lai is the unheard 
harmony of the Universe, what the Greeks called the ‘Harmony of the Spheres.* 

9) Hsi. a typical Taoist adjective, difficult to translate. With the equally obscure 
terms and zvet it is used in the 14th chapter of the Tao-te-ching to describe Tao. 
There it is said : ‘I listen to it but I can not hear it, therefore I call it hsi' 
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bones, and it shall be as if one were going to be bodily transformed 
intO' an Immortal. 

mmmm. mmmm. wmm. 

figtlBP 

mmEm. mtmm. mmm. 

8. ffsii f §: : The Empty Touch. 

While playing the Lute to express true tones, this is not very dif- 
ficult. What is really difficult is to express emptiness. If asked ^ The 
fingers move to produce tones; where does emptiness come in?', I 
would answer : It lies exactly in the producing of tones. If the tones 
are sharp, the player shows his precipitation ; if the tones are coarse, 
then the player betrays his impurity; but if the tones are serene, then 
the player shows that he has achieved the expression of emptiness. 
This ]s the right way for appreciating music. The merit of the finger 
technique lies in two things ; on the one hand in expressing the spirit 
of the melody, and on the other in refining its purity. When the spirit 
of the melody is expressed, then the heart will become serene as a mat- 
ter of course, and when the purity is refined, the tones shall naturally 
be empty. Therefore though being quick they will not be disorderly, 
and though being many they will not be confused. The self-sufficiency 
of a deep well, an irradiating splendour, high mountains and flowing 
streams : with the spirit of these one's soul should harmonize. 

AE!iiln:o 

mmmm. -mM. 

9. Yti fif : The Profound Touch. 

If tones are profound, then they come up to the standard of Lute 
music. The quality of music depends upon the personality of the 
player . thus profundity comes from within. Therefore, when a high- 
minded and cultivated scholar executes a tune, then the resonance is ‘ 
profound. If one truly understands profundity as expressed by the 
fingers, the player can let himself go, whether the movement be slow 
or quick. The music will be broad and generous like the wind, and 
unstained by earthly dust. It will serve to show the elevated disposi- 
tion of the player, and the fingers will depict the emotion that inspired 
each part of the composition. This is meant by the saying ; Let the 
fingers express what the heart experiencesi^>. When one hears his music 
one shall know the personality of the player. Such are the wonderful 


10) For this ‘frozen’ mental condition cf. above, page. 44, 

11) Quoted from Lieh-tsUj chapter T'ang-w^n. 
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qualities of the profound touch. 

ASHo 

10. CM ® : The Rare Touch. 

The special quality of tone that is produced by the rare touch ap- 
pears in the vibrato and the glissando. If while playing it is applied 
in the right way, it should evoke an impression as if a thousand moun- 
tain peaks vied with each other in verdure, as if the ten thousand 
streams emulated each other’s effervescence. It should impart to the 
hearer a sensation of flowing, of going on forever, an unbroken continuity. 
Where in a tune periods or bars are suddenly broken off, and at the 
end of a tune, care should be taken especially not to let the music end 
in a vague, careless way. For each part of a tune has its special senti- 
ment that should be expressed by the performer. Moreover a expres- 
sion should be given as if one were riding on horseback high up in the 
mountains, amidst drifting clouds.^^) When every note is made to ex- 
press the sentiment inherent in it, then only shall one know the wonder 
of the rare touch. 

Si. xmiumA 

11. •§: The Antique Touch. 

In studying the Lute there are only two ways : either one follows 
the old methods, or one follows the methods that are in vogue at the 
time. Although the old music is obscured by its high antiquity, still 
if one tries to approach its meaning, its harmony and simplicity may 
be reached as a matter of course. Therefore, when in playing one does 
not fall in with the tunes that are in vogue at the time, then the music 
breathes the spirit of the Emperor Fu Hsi. It be grand, broad and 
simple, boldly moving over the strings, disdaining petty virtuosity. It 
should be unmoved like a profound mountain, like a cavernous vale, 
like an old tree or a cool stream, like the rustling wind, causing the 
hearer suddenly to realize the True Way. This is something that 
certainly is rarely seen or heard in this world : therefore it is called the 
antique touch. 

12) Quotation from the poem entitled Sung-yu-jen-ju-shu (Coll. Works, 

ch. 15), a poem by the great T’ang poet Li T’ai-po 701-762). Lin Yii-t’ang 

translates these lines : Above the man’s face arise the hills ; beside the horse’s head 
emerge the clouds’ (cf. My Country and my People^ New York 1936, p. 246-247, where 
the rich imagery of these lines is aptly explained). 


mrm^^ ii 

wmm. m^Aumb. %Ewmmm. 

12, T'an g : The Simple Touch. 

The Lute masters of the present time aim at charming the ears; 
they insist upon producing captivating sounds, thereby greatly sinning 
against refined elegance. This is because they do not know that the 
basis of Lute music is simplicity. I, on the contrary, tune my Lute to 
simplicity, therefore the great mass does not understand my music. 
Where is it that simplicity dwells ? I love its sentiment, which is not 
extravagant nor contending. I love its flavour, which is like snow or 
ice. I love its echo, which is like the wind blowing over pines, like 
rain on bamboo, like the bubbling of a mountain stream, or like lapping 
waves. It is only with great musicians that one can talk about simplicity. 
-turnmo 

mmmm. mmm. mim. mmm. 

13. Chung Ff5 : The Balanced Touch. 

Balanced sounds tones occur in all music, but they are inherent^^^ 
in the music of the Lute. After the old music was lost, there were 
many that pulled the strings with ardent fervour, and carefully listened 
to the Lute; but only the most excellent musicians^‘^^ are able to trans- 
mit the echo of the empty vale. When, ignorantly, one rejoices in ela- 
borating mellow and captivating tones, obliquity^^^^ results. When the 
finger technique is heavy and impure, obliquit}" results. When the re- 
sonance is strained and hasty, obliquity results. When the tones pro- 
duced are coarse and sharp, obliquity results. When the strings are 
attacked hurriedly, obliquity results. When the personality of the 
player is unstable and casual, obliquity results. Rectifying this obli- 
quity, returning to completeness, banishing the devious and aiming at 
the right, this is the way to obtain the tradition of the balanced touch. 

mmmm. mmmmmimrmmmm. %mm 

m. mwmmmm. A&tmm. mmmm. mm. mm. mtm. m 


13) Cf. Chuang-tzu : ‘following its natural course*. 

14) Ying-jen-kua-hOy lit. : ‘The people of Ying play (ho in the 4th tone) songs that 

few are able to perform* ; quotation from the Sung-yu-chi Meaning as in the trans- 

lation above. 

15) PHen is used as counterpart to an allusion to the preface of the Doc- 

trine of the Mean, Chung-yung *1^^, where it is said : ‘Being without inclination to 
either side is called chung' (Legge), 
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14. Ho fn : The Harmonious Touch. 

Harmony ■ is the basis of all tones : it means neither overdoing nor 
falling short. It is modulated on the strings, it is experienced in the 
fingers, it ' is diversified in the notes. The strings have their own 
nature : if they are compliant, then they- will be in harmony with each 
other. If they are recalcitrant, then they are false. When the move- 
ment of the fingers moving up and down, from one string to the other, 
is smooth like varnish, then the strings harmonize with the fingers. 
The tones are regulated by the gamut : sometimes they are to be pro- 
duced exactly on the spot indicated by one of the thirteen studs, some- 
times they are not. The numerical indications fix the notes. The im- 
portant point is to make the vibrato smooth, and to make the chords 
harmonize precisely, in order to express the sentiment of the tune. 
Then fingers and tones will be in harmony. Every tone has its own 
special significance : the significance comes first, for the notes adjust 
themselves to the significance. So all the wonders of this music are 
completed. Therefore, heavy and not vain, light but not floating, swift 
but not hasty, slow but not slack; with regard to vibrato and vibrato 
ritardando : smooth but not vulgar; with regard to glissando’s : correct 
and not inaccurate; when all the movements are linked up together 
smoothly; when the crescendo’s and decrescendo’s are crisp and yet 
connected ... then tone and significance shall be in harmony. Then 
the soul shall be free and the spirit at rest, fingers and strings melt 
together, and the pure harmony that leaves no trace shall be produced. 
These are the signs by which I recognize the great Harmony. 

tt. mmm. mm. mmm. 

fMWsstf . fyWvPtti> 

mmmm. mmmm. njwurtfn. 

mit. 

15. Chi : The Quick Touch. 

In the finger technique both the slow and the quick touch are 
used. The slow touch is the basis of the quick, the quick touch is 
the echo of the slow. In the tunes both touches are alternating con- 
tinually. Sometimes in the middle of a bar the touch is quick, but 
near its end it slows down; and a bar that ends on the slow touch 
sometimes is followed up immediately by a movement in the swift 
touch. Moreover there are two ways for executing the quick touch. 

16) Quoted from the Book XI, ch. 15. 3 : ‘The Master said : To go 

beyond is as wrong as to fall short’ (Legge). 
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The first is called the little swift touch, which must be brisk. It must 
be firm, yet the movement of the fingers should not spoil the elegance 
inherent in the swift touch : it should suggest floating clouds and flow- 
ing water. The second is the great swift touch. Its most important 
point lies in its precipitation; but one should make special efforts not 
to cause confusion by playing too quickly. Then as a matter of course 
one expresses a mood of tranquillity, and the sounds will come forth 
bubbling, like rocks crumbling down or like a cascade falling from a 
high place. Therefore the quick touch is regulated by the meaning of 
the tones. It is the meaning that lends tones their divine qualities. 

/haaife, mmwff 

KiilSiWo 

16. Hsii ^ : The Slow Touch. 

The Ancients used the Lute to nurture their nature and their 
emotions; therefore they called its tones rarified. This quality is to be 
expressed by the very slow touch. Tones are produced by the fingers, 
broadly roaming over the strings, but observing the right measure. The 
finger technique should be in accordance with the right measure, so 
that the music produced is in harmony with the gamut. Sometimes 
one entire bar is played calmly and slowly, sometimes also in the same 
bar slow and quick alternate with each other. Sometimes a bar breaks 
off in the middle and then goes on again, sometimes also while going 
on smoothly it suddenly breaks off. When this technique is executed 
correctly as each case requires, ' then naturally one produces the rarified 
tones of antiquity, and gradually one penetrates the deepest mystery of 
this music.^^^ 

{ilSrfnT> H 


17) The last lines of this paragraph seem badly transmitted. Yang-cKun is a famous 
old tune, said to have been composed by Sung Yu (5^3£, third century B. C.). It is not 
clear, however, whether YUeh’-man-hsi-lou is also the name of a tune, or a sentence in 
itself. As such Chinese musicians as I have consulted could not solve the problem with- 
out making drastic changes in the text, I leave these lines untranslated. 
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3. SYMBOLISM OF THE FINGER TECHNIQUE 


Postures of the hands, and their explanations -Set of special 
pictures illustrating the finger technique; their various editions 
Technical terminology used in the Lute handbooks The abbreviated 
signs {chien-tm ) — List of elementary chien-tzu, their meaning and 
symbolism— Examples of how the notation is read. 


When the spirit of the various touches has been understood, then 
the Lute player must devote his attention to their correct execution, 
and try to master the finger technique. Also with regard to this practical 
aspect of the technique of Lute playing, the handbooks give explicit direc- 
tions, illustrated by a rich symbolism. When the meaning of the abbre- 
viated signs that constitute the Lute notation has been understood, and 
when their spirit is recognized, then the student should be able to read 
and interpret correctly the tunes as they are recorded in the handbooks. 

As has been stated above, Lute music is written down not in notes, 
but in complicated symbols that indicate how a note is produced. These 
symbols are combinations of abbreviated characters, the so-called Men- 
tzu ; these shall presently be discussed in greater detail. 

Among the introductory chapters of each Lute handbook a special 
section, called Mh-fa or also pu-t%it is devoted to these Men- 
tzu. This section covers several pages ; for as a rule in the handbooks 
no fewer than 150-200 special abbreviations are used, and each of these is 
carefully explained in this section. But the Lute masters justly deem 
mere words inadequate for expressing all the subtleties of the technique 
described. When it is stated, for instance, that a certain sign means ; 
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Pull the third string inwards with the index of the right hand this 
explanation is not sufficient for the student who studies the Lute without 
his master being present. For there are many ways to pull a string inwards 
with the index, but there is but one that is correct, and that shall produce 
the desired timbre. 

Therefore to the section cM-/« a second one is added, entitled shou- 
shzh Postures of the hands This section consists of a series of 
about forty drawings, showing in a schematic way the correct posture of 
right and left hand for each of the more frequently occurring touches. 
In some of the later handbooks these sketches are drawn so clumsily, 
that It IS difficult to imagine how they could be of any use to the student 
of the finger technique. But the older handbooks often have more ela- 
borate drawings, sketched with undeniable skill. To each drawing there 
is usually added a short sentence, which by means of comparison and 
symbol explains the spirit of each posture treated. Figure IX, for example, 
shows the correct posture of the right hand for executing a chord. This 
picture bears the legend : ‘ The right hand, suggesting a flying dragon 

grasping the clouds ’ and underneath is written : ‘ The 

way to produce a chord with thumb and middle finger ’ 

Thus the master tries to suggest to the reader that the touch should be 
broad and firm, the hand having more or less a clawing posture. Often 
the meaning is still further elaborated in a short explanatory note, called 
hung Ja, ‘ mood ’ of the posture in question. The ‘ hsing ’ of figure X 
leads . The dragon is a holy animal, a pond can not contain it. Its 
head and horns show a noble shape, its transmutations are inexhaustible. 
Having ascended the Throne (allusion to the fact that ‘ Dragon ’ is a 
fixed epithet of the Emperor), the world is prosperous. It afoends 
in the air grasping with its claws, the floating clouds follow it ’ 

Final- 
ly, to make the meaning clearer still, some handbooks add a picture 
representing the dragon grasping its way through the clouds (see figure 
X). 

Tradition has fixed such a special symbol {hsiang-hsing for each 
of the elementary postures occurring in the finger technique. ‘ Vibrato ’ 
is illustrated by a cicada creeping up a branch of a tree, three strings 
pulled at the same time are represented by sailing clouds, the plucking 
of one string with two fingers at the same time, by a wild goose carry- 
ing a reed stalk in its bill (see figure XII), etc. A full list of these symbols 
will be found below, where the abbreviated signs are discussed. 

These symbolic explanations of the various postures of the hands 



Figure IX. Page from a Lute handbook (Appendix II no. 17), 
showing a posture of the right hand, with explanatory notes. 







Symbolism 


117 


are very old ; they may already be found in literary sources of the Illd 

and IVth century A. D. The set of pictures (about 40 in all) belonging 
to these explanations, however, is of a later date. I could not trace them 
back further than the IXfing period. As this set of pictures is not without 
artistic value, I may describe their history in a few words. 

I found them in three publications of the Ming period ; two of these 
give the pictures in a rather crude form, the third presents them in a 
more elaborate and artistic way. The two more primitive versions 
are found (1.) in the Lute handbook published by the great musician Hu 
Wen-huan entitled Win-hui-t'ang-ch’in-pu znA (2.) in 

the picture-encyclopedia"^ San-ts oi-t u-hui The more elaborate 

version is to be found in a famous Ming handbook for the Lute, the 
Yang-chhm-fang-ch’in-pu It is not without interest to try to 

establish the relation between these editions. 

The WSn-hui-t’ang handbook is the oldest source ; its preface is dated 
1596 (the last sentence of the preface running : 

-tb,). A specimen page of this handbook is reproduced on figure XI f. As 
to the date of the San-ts' ai encyclopedia, its latest preface is dated 1609. 
The 'Yang-ch’un-t’ang handbook bears no date at all; still it is possible to 
fix approximately when it was published. This handbook was compiled 

1) Hu Wan-huan, style : TS-fu gtli- (or also : Te-wgn literary name : 

Ch’iian-an*^ (or also Chin-an and Pao-ch‘in-chit-shih This inte- 

resting personality, a typical Ming literatus, would be well worth a special study. He 
was a man of elegant tastes, who combined an ardent love for old books and antique 
Lutes, with interest in the theatre and its fair inmates, and in the lighter genres of poetry. 
His collection of books and rare manuscripts was well known, and he enjoyed great fame 
as a Lute expert. Besides he wrote nmnerous plays, and was considered one of the great- 
est dramatists of the Ming period. Most of his plays, however, are practically unknown : 
they probably slumber in forgotten corners of Chinese libraries. Hu W^n-huan show- 
ed his bibiiophilic zeal in publishing an extensive collection of rare works acquired by 
him ; this, collection bears the name of Ko-chih-ts^ung-’shu It contained 

346 items, divided over 37 categories ; 47 items were published separately. A list of 
the contents of this tshmg-shu is given in the Ts^ung-shu-shu-mu-zvei-pien 
(Shanghai 1929), page 337. Complete copies of this collection, however, do not seem to 
exist ; I myself at least never came across one. Occasionally, however, I obtained 
separate items. These show that Hu W6n-huan’s reprints were fine specimens of Ming 
block prints, carefully collated and printed in graceful characters, editions in no way 
inferior to tlie celebrated 'Mis'll reprints, published by Mao Chin (^i^, 

1599*1659). It is to be regretted that no attempt has been made to collect all the writ- 
ings of Hu W6n-huan, and to publish them together. Data about his life, too, are 
scattered over various sources. One shall look in vain for his biography in the Ming- 
shih Only the Ming-tz^u-tsiing gives in ch. 10 a short biographical note. 

2) For a description of this interesting Ming encyclopedia cf. S. Y. Teng & K. 
Biggerstaff, An annotated bibliography of selected Chinese refetence works, Yenching 
Journal of Chinese studies, Monograph no. 12 (Peking 1936), p. 124. 
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by Chang , Ta-ming a well-known Lute master of the Ming period^ 

who lived in Fukien province. His first great work on the Lute was the 
CKin-ching a work on the Lute in general, without tunes in notation ; 
it w^as published in 1609 (cf. Appendix II, no. 5). Now in his preface to 
the Yang^cKun-fang handbook, Chang Ta-ming states that after having 
published a work of a more general nature like the Chhu-chingy he felt it 
necessary to supplement this with a handbook containing tunes in notation ; 

^ The Lute needs a handbook with tunes in notation, just as a cart needs 
its two thills’ From this wc may con- 

clude that the Yang^cKun^fang handbook was published some time 
after 1609, the date of the CKin-ching, Further, the famous scholar and 
calligrapher Tung Ch’i-ch’ang 1555-1636) added an undated pre- 

face to this handbook. In this preface he says that he met Chang Ta- 
ming in Fukien when traveling there on official business 

Now it appears from Tung Ch’i-ch’ang’s biography 
{Ming-shih ch. 288) that he visited South China in official capacity 
in the year 1622 ‘ he was ordered to 

proceed to the south to collect documents and other historical materials 
relating to the former dynasty ’). Therefore we shall not be very Wrong 
wffien we place the date of the Yang-cKun-cKin’’pu somewhere round 
1625. Thus this publication is considerably later than the Win-hui- 
tang handbook, and the San-ttai encyclopedia. We may assume that 
Chang Ta-ming had the pictures of the Wen-hui-t ang handbook re-drawn 
by a skilled artist. The set of pictures as published by him offers a good 
example of the style of painting current during the Ming period (see 
figures X and XI). The reader may compare the Wen-hui-t ang pic- 
ture reproduced in figure XII, and the Yang-cKuh-tang version of the 
same picture in figure XL 

During the Ch’ing period the pictures were mostly left out, and the 
publishers of Lute handbooks contented themselves with reproducing the 
sketches of the right and left hands in various postures, together with 
their explanations. The series of pictures, however, found its way to 
Japan. In 1746 Sat5 Itchd published an introductory handbook 

for the Chinese Lute, entitled Kokin-seigi This book repro- 

duces the set of pictures of the Yang-cKun-tang-cKin-pu, in a slightly 
evised form. 

Before going on to a more detailed discussion of the various move- 
ments that constitute the finger technique, and the abbreviated signs by 
which they are indicated, a few general remarks about the terminology 
used are necessary. 



Figure XL S;^JTnbolic picture illustrating the finger technique 
(same source as figure XI), 
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Figure XIL Symbolic picture illustraving the finger technique (from : 
Wen-hiii-t*ang-ch’in-pu. The photostat was kindly sent me by the 
Library of Congress, Washington). 
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First it must be remembered that when the player has his Lute lying 

before him on the table, ready to be played, the end with the tuning pegs 
is on his right (see figure III in the first chapter of this essay). Then 
the thirteen hui g, studs inlaid in the varnish, appear along the side 
farthest from the player ; this side is called wai ‘ outside The 
space between the hui varies greatly ; each of these intervening spaces 
is theoretically divided into ten equal parts, called fSn 5-. These fin 
are not indicated on the instrument : the player must learn to find them by 
practice. The hui are numbered 1-13, counting from right to left, and the 
fen are numbered 1-10. The player should see in his mind the hui and 
fen lengthened to lines running transversally over the whole breadth of 
the Lute. Thus when the handbook says : ‘ Press with the left thumb 

the fifth string down on 9/3,’ the player knows that he must choose the 
spot where a perpendicular line, starting from 9/3 along the outer side 
of the body of the Lute, crosses the fifth string. It is along the row of 
hui that the thickest string, emitting the lowest note, is strung. This 
string is indicated by the number 1, the others by the numbers 2-7 . 
Thus the string nearest to the player, on the inner side {nei pg), which is 
the thinnest and produces the highest note, is indicated by the number 7. 

In the notation the numbers indicating the strings are written 
in large characters ; they form, so to speak ,the marrow of the notation, 
and easily strike the eye when one looks over a passage of Lute music in 
notation (see figures XIV and XV). The numbers indicating hui and 
fin are written in smaller characters, easily distinguishable by their size and 
location (right top comer of a combination of chien-tzu) from those num- 
erals that indicate the strings. 

Needless to say that just as in ordinary Chinese writing, also the chien- 
tzu of the Lute notation are written in vertical columns, to be read from 
right to left. And just as in an ordinary Chinese text the commentary 
and notes are added in between the text, but in smaller characters and in 
tw'o columns ; in the same way the columns of chien-tzu of ordinary size 
(called ching-wen lEX), are interspersed with chien-tzu in smaller type 
(called fu-win IK)- The ching-wen indicate the notes, the fu-wen 
various ‘ graces ’, and general indications such as t-ibrato, piano, etc. 
For a specimen passage of Lute notation cf. figures XIV and XV. The 
small circles which in an ordinary Chinese text stand for commas and full 
stops, here have the function of the bars in our musical scores. 

It must always remain an invidious undertaking to describe a musical 
technique in words. This applies a /ortion to oriental music. Oriental 
and western music show so many fundamental differences, that it is a 
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hazardous task to translate oriental technical terms by our own. Such 
renderings can never be accepted without considerable reserve. While 
■describing the finger technique of, the Lute, I therefore have tried to 
avoid as much as possible the use of western technical 'musical termino- 
logy ; this method has made my explanations perhaps rather verbose, 

. but I hope that a greater degree of accuracy has thereby been obtained. 

Below I list about 50 of the elementary chien-tzu. The only western 
book wherein some of these abbreviations are discussed, is the work on 
Chinese music by G. Soulie (cf. Appendix I no. 3). As, however, Soulie’s 
informant was apparently not a competent Lute expert, there occur many 
mistakes in the explanations. These are corrected below. 

On the accompanying plate (figure XIII) I have written out 54 ab- 
breviated signs ; those selected are the chien-tzu that occur most fre- 
quently in the Lute notation. Many of the chien-tzu that remain are but 
combinations of those discussed here. My explanations are based on 
those given in the standard handbooks, and they have been verified by 
some Lute masters in Peking. Special attention has been given to the 
symbolic explanations of each movement. 

1. San fc : this string should be played by the right hand only, 
the left hand not touching the string. 

2. T^o ft : the thumb of the right hand pulls a string outwards. 

Explained as ‘ A crane dancing in a deserted garden ’ jtgllg:. Also 
as ' A crane dancing in the wind ' The meaning is that the 

touch should be firm, but at the same time loose, 

3. Po ^ (sometimes read p'i : the thumb of the right hand 
pulls a string inwards (with the nail). Explanation same as 2. 

4. Mo # (Soulie wrongly reads mei) : the index pulls a string 

inward. ' A crane singing in the shadow ’ ; from the accompany- 

ing picture it appears that the shadow of a bamboo grove is meant. The 
touch of the index should be as firm as that of the thumb, but less jerky ; 
a smooth movement should be aimed at. 

5. Tiao ft : the index pulls a string outward. Explanation same 
•.as'4'.' 

6. Kou ^ : the middle finger pulls a string inward. ‘ A lonely 

duck looks back to the flock ’ The curve of the middle finger 

should be modelled on that of the neck of the wild duck : curved but not 
angular. If the middle finger is too much hooked, the touch will be jerky. 

7. TH ,§i] : the middle finger pulls a string outward. Explanation 
same as 6. 

8. Ta the ring finger pulls a string inwards. ‘ The Shang- 
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yang bird hopping about ’ The Shang-yang is a fabulous bird, 

said to have only one leg. The idea is that, in contradistinction to the 
smooth movements of the index and middle finger, the touch of the ring 
finger should be short and crisp. 

9. Chat ^ (Soulie wrongly reads ti) : the ring finger pulls a string 
outward. Explanation same as above. 

10. Ch’uan-fu (Soulie wrongly reads ch’iian-wzo) : index, 
middle finger and ring finger each pull at the same time a different string, 
making the three strings produce together one sound. ‘ Light clouds 
sailing in the wind ’ Mg®®. The touch should be light and delicate, 
so that the three notes melt together. 

11. Li ^ (also explained as tu : the index lightly passes over 
two or three strings in succession, in outward direction (Soulie says in- 
ward, which is wrong). Explanation same as 5. 

12. Ts 0 g : a chord ; two fingers pull two strings at the same time, 
making them sound together. The strings to be pulled are indicated by 
their numbers, written on either side of the perpendicular stroke in 
the center of the abbreviated sign. The normal chord is a combination 

; the opposite combination, called fan-ts’o Kg, is indicated by 
adding the character fan K on top of the chien-tzu for ts'o ‘ A flying 
dragon grasping the clouds’ Explained above, with a translation 

of the pertaining hsing M- See also figure X. 

13. P’o-tz’u •^ 1 ) : index, middle and ring finger together pull 
two strings, once inward (p’o) ,and immediately after outward (tz’u). 

‘ A swimming fish moving its tail ’ mMmM. The illustration shows that 
a carp is intended. A measured, broadly sweeping touch should be 
aimed at. 

14. Ta-yiian fjgf : a movement consisting of seven sounds, played 

on two strings. First ^ on the string nearest to the body, and ^ on the 
string further away ; a slight pause ; then rapidly repeat the same move- 
ment twice ; again a short pause, and end up with a ^ on the string 
one started with. This movement can be executed on any pair of strings, 
but usually it is found with regard to 1 and 4, 2 and 5, 3 and 6, 4 and 7. 
It IS customary in the notation to write the first ft and ^ in chien-tzu, 
and then to add underneath in a smaller character the chien-tzu for ta- 
yuan. ‘ A holy tortoise emerges from the water ’ The picture 

shows a tortoise, climbing a small island in a pond. One should try to 
imitate the crawling movement of the legs of the tortoise : short, but 
determined touches, in absolutely the same rhythm. 

15. Pei-so (Soulie wrongly reads ^d-chao) : three sounds are 
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produced on one and the same string, by a succession of ‘ A 

wild fowl flapping its wings ’ Crisp touches in rapid succession. 

16 . Tuan-so |$il : one and the same string produces five sounds, 
first a slow followed by pei-so. Explanation same as 15. 

17. Ch ang-so :5|| : one and the same string produces seven 

sounds, first then add pei-so. Explanation same as 15. 

18 . Lun SI ‘ a wheel ’ : this is a rapid movement, executed on one 
string, viz. mwm in quick succession. It should be executed very lightly 
and delicately, so as to cause the three sounds to melt together. This 
term m itself is very aptly chosen : it implies that the three fingers should 
imitate the spokes of a wheel. When a wheel turns round swiftly, each 
separate spoke is no longer visible. ‘ A purple crab walking sidewards ’ 
mmn ; the same idea, differently expressed. One should think of the 
rapid movement of the legs of small crabs when they scurry over the sand. 
Among the movements of the right hand, this is the only one that might 
be compared with the ‘ graces ’ executed by the left hand (vibrato, etc.) ; 
often Lute players introduce lun when it is not written in the notation ; 
for the movement is so rapid that it does not affect the rhythm. There- 
fore a simple ft or ft may be replaced by a lun. A discreet appliance of 
lun may give a tune additional charm, but one should guard against over- 
doing it : avoiding cheap effects is one of the most important rules for 
the Lute player. Lun is very much used in p’i-p’a music (fgg, the four- 
stringed guitar), where its technical appellation is ta-i-ko-lun-tzu ft— 

‘ to beat a wheel ’. 

19. Pan-lun ‘ half a wheel ’ : the same movement as the pre- 
ceding, but with middle and ring finger only. 

20. Ju-i fs— ‘ as one ’ : two strings sound together. ‘ Female 
and male phoenix singing in harmony ’ 

21. Shuang-tan ‘ double pulling ’ : one string produces two 
sounds in rapid succession ; usually ft^. ‘ Cold ravens pecking at the 
snow’ m&M- The picture shows a flight of emaciated ravens on a 
barren tree in a winter landscape : they peck at the snow that covers 
the diy^ branches, hoping to discover something to eat. The movement 
should be executed with the very tips of the fingers, a short, crisp, pecking 
touch. 

22. So-ling (properly the name of a muscial instrument, con- 
sisting of several bells hung on a cord ; when the cord is pulled, the bells 
ring together) : the left hand glides lightly over several strings in suc- 
cession, while the right index moves over the same strings in a light 
manner ft, simultaneously with the movement of the left hand ; the 
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movements of both hands should be strictly parallel. ‘ Bells hung on 
a cord being shaken ’ The aim is a subtle, tinkling effect. 

Properly this movement belongs to the ' floating sounds, ’ fan-yin 

23. K'un ^ ‘ welling up ’ (I do not know how Soulie obtained his 

reading liao) : fi] over several strings in succession, from 7 to 2, or from 
6 to L ‘ A heron bathing in a whirlpool ’ One should think 

of a heron taking a bath in the small eddies of a stream in the shallow places 
along its banlis : the whirling movement of the water, together with 
the flapping o: the wings should suggest the character of the movement. 
Mostly played on the free strings, with the right hand only ; occasionally, 
however, one string must be pressed down with the left hand. When exe- 
cuted correctly, this movement, together with the next item (its opposite), 
constitutes a very attractive motif. A later, and technically extremely 
difflcult version of the tune Liu-shui ‘ Flowing streams ^ has one part 
consisting of practically nothing but variations on this khm . When 
it is played by a virtuoso (ordinary players would hardly dare to touch 
this tune !), one hears the babbling of water all through the melody : 
now the melody dominates, then the sounds of water, a fascinating effect. 
Cf., however, my remarks on this tune, in ch. 4. At present in Peking 
the Lute master Cheng Ying-sun is a well-known player of especial- 
ly this tune. 

24. Fu ^ ' to brush ’ : the opposite of the preceding item, played 
over string 1-6 or 2-7. 

25. Tsai-tso ^f^: ‘ repeat the preceding movement k This and 

the following ten items do not represent notes : they are indications 
of a general character. 

26. Tshing-kou-tsai-tso ‘ repeat the preceding passage, 

from the place indicated by the bracket k Instead of one may also 

find ts'ung-fou ign (abbreviated into S)- meaning da capo. 

27. Shao-hsi • a short pause. 

28. Jii-tnan Ag * ritardando. 

29. Chih m ' till ' ; for instance : ‘ kim from the 6th till 

the 1st string.’ 

30. Lien M : legato. 

31. CUing 11: piano. 

32. Chung S : forte. 

33. Huan ^ : lente. 

34. Chi ^ : presto. 

35. Ta-chih AJI : the left thumb. This and the following items all 
regard the finger technique of the left hand. 


36 . Shih-chih : the left index, 

37. Chung-chih pfjft : the left middle finger. 

38 . Ming-chih I , the left ring finger. 

39 . CKo : a finger of the left hand, 'before pressing down a 

string on the spot indicated by hui znd fen, starts about 5 mm. to the left 
of that place, and quickly glides to the right, till the place indicated is 
reached. The result is a rising, prolonged note. 'A wild pheasant 
ascending a tree' The sound produced should resemble the 

cry of the wild pheasant, who sings in the morning. Soulie's explanation 
of this and the following item is mistaken. 

40. Chu : the opposite of the preceding item : One starts 
about 5 mm. to the right of the spot indicated, and then glides down to 
the left, till the spot is reached. Explanation as in no. 39. Both cKo 
and chii are produced simultaneously with the pulling of the string by the 
right hand. They should be distinguished from shang and hsia ±, T 
(cf. below, no. 45), which are executed after the right hand has pulled the 
string. 

41. Yin : vibrato, A finger of the left hand quickly moves up 

and down over the spot indicated. ‘ A cold cicada bemoans the coming 
of autumn' The plaintive, rocking drone of the cicadas (well 

known to all foreigners living in China and Japan !) should be imitated. 
Of this yin there exist more than ten varieties. There is the ch'ang-yin 

a drawn out vibrato, that should recall ‘ the cry of a dove announcing 
rain ' ; the hsi-yin a thin vibrato, that should make one think 

of ‘ confidential whispering ' ; the yu-yin swinging vibrato, 

that should evoke the image of ‘ fallen blossoms floating down with the 
stream ’ etc. Remarkable is the ting-yin ; the vacillating 

movement of the finger should be so subtle as to be hardly noticeable. 
Some handbooks say, that one should not move the finger at all, but 
let the timbre be influenced by the pulsation of the blood in the fingertip, 
pressing the string dowm on the board a little more fully and heavily 
than usual. 

42. Jou ^ : vibrato ritardando. A vibrato somewhat broader 
and more accentuated than yin. Properly the character should be pro- 
nounced nao, meaning ‘ monkey ' ; but Lute players pronounce it jou. 
Doubtless the character jbz/ meaning to twist, to rub ' is the proper 
one. It was replaced by that read nao, because, for use as chien-tzu, 
the 94th radical is more distinct than the 64th one. And further the 
symbolic association may also have played a role : for the vibrato ritardan- 
do should suggest ' the cry of a monkey while climbing a tree ' 
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43. Chuang g ^ to strike against ' : after the right hand has pulled 
a string, the left makes a quick, jerky movement, up and down to the right 
of the spot indicated. 

44. Chin-fu ' advancing and returning ’ : after the right hand 
has pulled the string, the left glides upwards to a certain point indi- 
cated, then glides down again till it reaches, the point where it started, 
or another spot, as indicated in the notation. 

45. Shang _h ^ ascending and hsia T ‘ descending ’ : properly an 

elaborate form of the preceding item, hut often interchangeable with it. 
Shang is gliding to the right, in stages. For instance, a string is pulled 
while the left.hand presses it.down; on the spot indicated by the 9th /«#. 
The notation adds the remark:, -LA, meaning ^ glide upwards 

till 8/4, then till 7/8d Hsia h the same movement, but in opposite 
direction. Often and hsia count as many as three or four stages, 
and form part of the melody. Therefore movements like these properly 
should not be .called ^ graces ’ : they do not ^ grace ^ the original note, 
but are notes in themselves.^ ^ 

46. Fen-k' at * divide ■ .and open ' : a peculiar move.meiit, 
which makes one and the same string produce four , sounds in succession. 
For instance, the right hand pulls a, string while the left presses it down 
on the 9th hui ; when the tone is still resounding, the left hand glides to 
the right in a resolute and bold movement till the next hui is reached, 
stays there for an infinitesimal moment, then glides back to the initial 
spot, and just when it arrives there, the right hand again pulls the string. 

47. Yen ^ ‘ to cover ' : the thumb, middle or ring finger of the 
left hand taps a string, producing a low, dull sound; the right hand does 
not touch the string. This touch is mostly executed with the left thumb ; 
e.g., the ring finger presses a string down on the 9th hui, and the right 
hand pulls this string : 'thereafter one leaves the ring finger on the same 
spot, but taps the string with the left thumb, on the place indicated by the 
8th hui. ‘ The woodpecker picking a tree As many others, 
this symbol is remarkably well chosen from an acoustic point of view, 

48. Wang4ai ‘ coming and going ’ : a combination of chin-fii 
(no, 44) and jm (no. 41). , A, finger of the .left hand, after .the., right has 
pulled the string, moves one hui to the right, produces ‘ vibrato then 
returns to the .original hui, and' produces ‘vibrato’ there; and repeats' 
this movement. After the first vibrato, the sound caused by the pulling 
of the string by the right hand will have died away : the difficulty is to 

3) Cf. the very pertinent remarks about the ' graces ' in Indian music, in A. H. 
Fox Strangeways, The music of Hindostdn, (Oxford 1914), ch. VIL 
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revive the sound by moving to the right and to the left with a strong jerk. 
‘ A phoenix, having alighted on a branch, combs its tail feathers with its 
bill ’ Any one who has observed a bird combing its feathers 

will recognize how cleverly this image is chosen: one sees the broad 
movement with which the bird first arranges the feathers (chin-fu), oc- 
casionally interrupted by short, tugging movements for discarding the 
down (vibrato). 

49. T’ao-ch’i ‘ pulling up and raising ’ : a movement peculiar 
to the left hand only, executed with the thumb. When the ring finger is 
pressing a string down, for instance on the 9th hui, the left thumb pulls 
the string. The same note would be produced if the thumb of the right 
hand pulled the string, while the left ring finger pressed it down on 
the 9th. hui ; but the timbre is entirely different. The accompanying ex- 
planation ‘Two immortals transmitting the Way’ -fiUftil seems enigma- 
tical. It was explained to me as follows. An adept who really under- 
stands ‘ the Way ’ (Tao), knows that words are of no use in explaining it ; 
cf. the opening sentence of the Tao-ti-ching ‘ The Tao that can be ex- 
plained is not the eternal Tao ’ jEBTiSff'SaM- Therefore, when two adepts 
discuss Tao, they just utter a short ,abrupt sound, which is said to com- 
prise the cosmic function of Tao. This idea Taoism has borrowed from 
the Ch an (f^, Jap. Zew) school of Buddhism ; in Ch’an technical termino- 
logy this sound is called ho (ag, Jap. katm). For a good description of 
the all important role of this sound in Ch’an Buddhism, cf. D. T. Suzuki, 
Essays in Zen Buddhism, first series (London 1927), p. 279-280. Zen 
Buddhism, in its turn, doubtless borrowed this idea of the all-embracing 
magical power of a single sound from Mantrayana teachings, where, for 
instance, the vowel a (paj) is considered as the receptacle of all the deepest 
mysteries. The utterance of such a single magic syllable may move all 
the spiritual agencies of the entire universe. Cf. the article ‘ c ’ in the 
Hobogirin, Dictionnaire encyclopedique du Bouddhisme, Tokyo 1929. But 
to return to our present subject : the sound produced should be abrupt 
and dry. 

50. Hu^‘ a sloping bank ’ : the right hand has pulled a string, 
pressed down by the thumb of the left hand on the 10th hui ; one waits 
a moment, then glides with the left thumb to the right, till the 9th hui 
is reached. This gliding movement is called hu. It should be slow and 
emphatic, like dragging something up the sloping bank of a river. After 
the pause, the sound produced has lost most of its volume : the aim is 
to utilize the last echo of the sound for the hu. 

51. Kuei ^ ‘ to kneel ’ : often it will prove inconvenient to press 
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down, a string with the, tip of the, left ring finger, especially when a f m- 
cFi {tko, 49) must be executed on the places indicated by the lower hui 
In such cases the difficulty is solved by pressing down the string, not with 
,the tip of the left ring finger, but with the back of, its first joint. Thus 
that finger must assume a crooked posture. ‘ A panther grasping some- 
thing ’ The idea is to suggest a firm, determined pressure. Sou- 

lie’s explanation : pao-chih ’ little finger is of course entirely erroneous, 
since the little finger of either hand is never used in Lute music. For 
this reason in Lute terminology the little finger is called; fifg 

‘forbidden finger’. 

52. Fan-cUi ‘ Here the floating sounds start ’ : a sign warning 

the player that the succeeding notes are all in ‘ floating sounds i. e., 
harmonics. As has been explained above, the harmonics are produced 
when the left hand, instead of pressing down a string on the board, just 
lightly touches it. The delicate touch of the fingers of the left hand is 
aptly described as ‘ White butterflies exploring flowers ’ Where 

the floating sounds should end, there occurs a sign read fan-chih ; 
the chien-tzu consists of the upper part of no. 52. added on top of the 
character chih ih. Soulie’s reading fa must rest on some mistake. It 
should be added that floating sounds are only possible on the places 
indicated by the hui^ not on the intervening spots. 

53. Fang-ho ‘ let go and unite ’ : this touch especially applies 

to the ring finger of the left hand, and implies a kind of chord. Suppose 
the right hand has pulled the 3d string, while the ring finger of the left 
hand was pressing it down on the 9th huL The next note is pulling 
the 4th string, free. Now, while the 4th string is being pulled, the left 
ring finger pulls the 3d string, causing both strings to sound together. 
‘ Echo in an empty vale ’ The accompanying picture show’^s 

two recluses standing in a vale, and clapping their hands. 

54. T^ui-cFu ‘ pushing outwards ’ : a touch executed by the 
middle finger of the left hand. Suppose that the right hand has pulled 
the first string, while the left middle finger pressed it down on the 13th 
hui ; while the next note is being played, the middle finger is left in its 
position on the hui. Then ,when the next sound has been produced by 
the right hand, the left middle finger makes the 1st string sound by pushing 
it outward. ‘ A silver pheasant dancing ’ SilWI* 

In illustration of the above, I shall now explain two passages in 
Lute notation, taken from the Wu-chih-chai handbook (cf. Appendix 
II no. 14), and reproduced in figures XIV and XV. To save space the 
strings are indicated by Roman, the hui and fen by Arabic numerals. Both 



passages from the Wu-chih-chai handbook 
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passages' are taken from the well known Lute melody Mo-tzu-pei-sm 
VThe philosopher Mo-tzu sorrowing over the silk/ The signL 
ficance of this tune is understood by reading Mo-tzu, I, ,3 : :So-jan 

the opening passage: '‘Our Master Mo-tzu said with a sigh, when 
he saw silk being dyed : When silk is dyed with a dark colour, it becomes 
dark ,when dyed with a yellow colour it becomes yellow: its colour 
changes according to the dye in which it is dipped, etc/ 
rn.mmmm. mmmm. The philosopher regi*ets 

the fact that man, originally pure, becomes soiled by the contact with 
material life (cf. A. Forke, Me Ti, des Sozialethikers und mner Schiller 

philosophische TVerke, BeTlm l922y p, 166). 

' Figure XIV shows the first part of this tune, an extremely attractive 
prelude, written entirely in harmonics. The gloss says : ‘ The harmonics 
of this first part must be played with sincerity, only then the meaning will 
be fully expressed.’ The first line opens with the sign for ‘ start harmo- 
nics ’ (above, item no. 52) ; to the right an abbreviation for humi-tso 
; slowly 

The left middle finger touches I on 9, while the right middle finger 
pulls the string inwards. 

The left thumb touches VI on 9, while the right thumb pulls it out- 
ward. 

The left middle finger touches 11 on 9, the right middle finger pulls it 
inward.':-; 

The left thumb touches VII on 9, the right thumb pushes it outward. 

The left index moves lightly over VII-II, the right middle finger 
simultaneously executes Kun {no.lZ ). 

The left middle finger touches I on 9, the right middle finger pulls 
it inward. 

The left thumb touches VI on 9, the right thumb pushes it outward. 
The following two signs being the same as the second bar, they need no 
explanation. 

The left index touches VI on 9, the right middly finger pulls it in- 
ward. 

The left ring finger touches VII on 10, the right index pushes it 
outward. -- . ■ 

The right index glides lightly over VI and V, connecting them (ch’ing 
lien while the left ring finger touches them on 10. It should be 
noted that if no hui is indicated, and if the sign san fc ‘ free strings’ is 
missing, the position of the left hand remains unchanged. 

The right middle finger pulls IV inward, the left ring finger still 
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touching it on \10. 

The left thumb touches VI on 9, the right index pushes it outwards 

Etc. 

Near the end of this passage we find the direction, mim w>, indicating 
that especially that note is important; The passage ends with the sign 

fan-chih here the harmonics end 

Figure XV shows the beginning of the sixth part of the same tune: 
As here no harmonics are employed, the notation is slightly more compli- 
cated. The note says : ‘ The earlier six bars show a rising and subsid- 

ing tendency. Every note of the last bar is full of passion, it should not 

end up in a sloppy way,’. ■ 

The left thumb presses VI down on 6, with the introductory gliding 

chu (no. 40) ; the right middle finger pulls it inward. Then the left 
thumb executes a protracted vibrato on 6, subsequently gliding up to 

The left thumb presses VII down on 5, the right index pushes it 
outwards,the left thumb adds the jerk chucing (no. 43). 

The right middle finger pulls VI inward, thereafter VII, the left 
thumb pressing down these strings on 5. Then the left thumb vibrates 
on 5, and glides up to 4/4. The right middle finger pushes VII out- 
wards, and immediately afterwards pushes outward the free sixth string, 
making VII and VI sound together (;«-? jn-, no. 20). Then the left 
thumb lightly pulls the nail up from the board, producing a light sound 
{chao-ch’i /Kjia, not given in my list). 

The right middle finger pulls the free VI inwards. 

The left thumb presses down VII on 4/4, the right middle finger 
pulls it inwards. Add shuang-tan (cf. no. 21). 

The right middle finger pulls the free VI. 

The left thumb presses down VII on 4/4 ,the right middle finger 
pulls it inwards. Then the left thumb glides up to 4, thereafter to 3/3. 

The left thumb remains on 3/3, the right middle finger pushes it 
outwards, immediately afterwards pushing the VI free (ju-i); after a 
slight pause, vibrato (Jo-chih-ym a sort of protracted vibrato, not 

given in my list), then the left thumb lightly pulls up this same VII. 

The right middle finger pulls the free VI. 

The left thumb presses down VII on 3/3, the right middle finger 
pulls it mwards. A thin vibrato {hsi-yin ijiJ^), and the thumb glides up 
to 2/5 {erh’-pan 

The left thumb presses VII on 2/5, the right index pushes it outwards. 
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132 , The Lore of the Chinese Lute 

The ch'i g in the margin indicates that here again there is a ^ rise ’ in the 
melodic pattern. 

This system of noting down Lute music may seem too complicated 
and cumbersoiiie to be practical. Yet some regular practice will prove 
it to be as convenient as our western musical score. Lute experts have 
no difficulty in playing a new tune at first sight ; I actually saw a Chinese 
Lute master hum a tune he had never seen before, while looking over the 
notation. 

It will be observed that no real notes are indicated. As the various 
timings of the Lute are minutely fixed, and all instruments are built on 
the same pattern (even the number of single silk threads that form one 
string is fixed), this ommission presents the player with no serious diffi- 
culty. The pitch is left to individual taste : some like it high, others 
low. But the pitch proportion between the strings must of course be 
correct. 

More serious is the lack of any sign indicating measure. This is 
partly made up for by the distribution of the small round circles func- 
tioning as bars, and further by such indications as ^ slow down ‘ accele- 
rate,’ etc. 

In later times Lute experts have felt these two shortcomings of the 
chien-tzu system. In the 19th century we find some handbooks where 
the musical note is added to each chien-tzu combination in symbols of 
the kung-cKih xR system (Soulie, op. cit. p. 36, reproduces a page from 
such a handbook). These handbooks indicate the measure by a line of 
dots, running parallel to the chien-^tzu columns. The distribution of 
these dots suggests the measure : if the dots are dense, the measure is 
slow ; if sparse, the measure should be accelerated. Yet these systems 
never won universal approval. Yang Tsung-chi evolved a most elabo- 
rate system oi chien-tzu, with a running explanation alongside (cf. Ap- 
pendix II, no. 7) : in his CWin-hsueh-ts'ung-shu he published several 
of the better known tunes in this notation. For reading this system 
some special study is necessary, but it is so explicit (both notes and 
measure being recorded), that I can recommend his handbook to every 
one who ’y^ishes to study Lute music without a master. 

In 1931 the musician Wang Kuang-ch‘i inade an attempt at 
transcribing chieri’-tzu in a semi- western way. He used our stave 
and notes, but of course had to add a great number of special signs (cf. 
his publication Fan^-chHn-pu-chih^yen-chiu Shanghai 

1931). The result was a system far more complicated than the original 
chien-tzu, and his method was never adopted by other workers in the 
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field. Where typically Chinese things are concerned, it will as a rule be 
very difficult to improve upon the methods the old Chinese devised for 
dealing with them. 


CHAPTER THE SIXTH 


ASSOCIATIONS 
1. LUTE AND CRANE 

Genera! background: most of the objects that surround the 
scholar originally had a magical meaning. — They are intended to 
strengthen his vital powers, and prolong his life. — The crane : 
symbol of longevity. — Closely connected with the Immortals. — The 
constant companion of the scholar. — Rearing cranes the special 
task of the Lute player. — Lute players celebrate the excellent qua- 
lities of the crane. 

Literary tradition has surrounded the scholar with numerous at- 
tributes, which have come to be considered as the symbols of literary life. 
Among this group the Lute occupies a prominent place. Of the others, 
those that are constantly mentioned in connection with the Lute are the 
crane, the pine and the plum tree, and the sword. 

The origin of these associations dates from far before the establish- 
ment of any literary tradition ; what their exact beginnings were, we shall 
probably never know. Yet it is not impossible to make a fairly accurate 
surmise as to at least the direction in which the solution must be sought. 
Later literary tradition suggests that the reasons were of a purely aesthetic 
character. It says that the crane was dear to the scholar because of its 
graceful movements and dignified behaviour, that the plum blossoms 
delighted his eye with their exquisite colour, that the gnarled shape of the 
pine tree taught him antique beauty, and that the sword reminded him of 
the straightness and purity of the Superior Man. Now these explana- 
tions hold true for later times, but they do not bring us any nearer to an 
understanding of their origin. For in that remote past the literatus did 
not yet exist. 

There did exist, however, the head of the family, who, during the 
sacrifices to the ancestors, officiated as priest, and whose duty it was to see 
that by a proper appliance of magical ceremonies evil influences were 
warded off, and that by a strengthening of the vital essences, the family 
line was continued and crops were plentiful. Now, as we shall see be- 
low, crane, plum tree, pine and sword are all, just like the Lute, credited 
with a great amount of Yang power, and for that reason give protection 
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against evil forces. It would seem probable that these objects, in later 
times praised as the faithful companions of the scholar, originally sur- 
rounded the head of the family, and played some part in magical cere- 
monies, whereby their vital forces were transferred to the officiant. Lite- 
rary tradition tried to ignore these ancient magic beliefs ; but they are 
firmly rooted in popular religion, and time and again evidence of their 
existence appears also in literary sources. 

The crane is one of the traditional Chinese symbols of longevity. 
Just like the tortoise, it is said to live to more than thousand years. Ho- 
ling ||g ‘ crane age ’ is a much used metaphor for advanced years (cf. 
the book entitled Ho-ling-lu by the Ming author Li Ch’ing ^ : 
biographies of people who attained to high ages). The idea of high age, 
when carried through logically, leads to that of immortality. Therefore 
the crane is associated with the hsien-jen {([ja, the Immortals : the crane is 
their favourite mount, and many a holy recluse is said to have disappeared 
from human ken riding on a crane ; cf., for instance, the story about 
Hsiin Huan in the Shu-i-chi SEg.|B (18th century). Further the 
Ch’ing-lien-fang-chHn-ya (Appendix II, no. 6) tells the following story 
about Chang Chih-ho (mmn, 8th century): ‘Chang Chih-ho loved to 
drink wine, and when inebriated used to play his Lute all night long with- 
out resting. One evening there suddenly appeared a grey crane, which 
danced round about him. Chang then took his Lute, and riding on its 
back, disappeared in the sky ’ 

There are also many stories of Taoist recluses 
and priests who transformed themselves into cranes ; the Shin-i-ching 
I®® (6-7th century) relates that the Taoist recluse Hsu Tso-ching 
having taken the shape of a crane, was wounded by an arrow of the 
Emperor Ming Huang ; the Hsu-sou-shen-chi MgiifilB (ascribed to the 
Chin writer T’ao Ch’ien Siif, but evidently a much later production) 
tells the story of a man Ting Ling-wei who long after his death 

revisited his native town in the shape of a crane ; and the Lieh-hsien- 
chuan (about the beginning of our era : cf. the remarks by P. Pelliot, 

Journal Asiatique, June-August 1912, p. 149) says that Su-hsien-kung 
after his death visited the earth in the shape of a white crane. Be- 
cause of its constant association with the Immortals the crane is called 
hsien-ch’in iigi-^. Then we find the crane as soul bird, the bird that conveys 
the souk of the deceased to the upper regions ; cf. the Chinese custom of 
placing the figure of a crane with spread wings on the coffin in a funeral 
procession. 

The hsuan-ho S®, or Dark Crane, especially is credited with a fabu- 
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lously long life* The Ku-chin-chu (by Ts’ui Piao'^ Chin § 
period) says : ‘ When a crane has reached the age of one thousand years, 
it turns a dark blue colour ; after another thousand years it turns black, 
and then it is called dark crane ’ Since 

olden times especially this dark crane has been associated with music. 
The Jui-ying->fu-chi (ascribed to Sun Jou-chih of the 

Liang period) says ' A dark crane shall appear at a time when there is a 
Ruler who understands music. When in olden times, Huang Ti executed 
music on the K'un-Iun mountain for all the Spirits to dance, on his right 
side there flew 16 dark cranes ’ 

Sixteen dark cranes appear also in a story related by the great histo- 
rian Ssu-ma Ch’ien in his Shih-chi ch. 24. This story exists in more 
than one translation already (cf. Chavannes, Memoires Historiques^ part 
III, p. 287 ; M. Courant, op. cit., p. 208 ; G. Souli6, op. cit., p. 4-5) ; 
because of its great importance for our subject, however, I may be al- 
lowed to quote it here once more. ' When Duke Ling of Wei (534- 
493 B.C.) was travelling to Chin, he halted on the bank of the river Pu. 
In the middle of the night he heard the sounds of a Lute being played. 
He asked the members of his suite, but all respectfully said that no one 
had heard the sounds. Then the Duke summoned Master Chiiaii, and 
said to him : ‘‘ I have heard the sounds of a Lute being played, but when 
I asked my suite no one had heard it. Thus it seems that it is caused by 
a spirit or a ghost. Write this tune down for me.’’ Master Chiian 
assented and, seating himself in the correct position, having placed his 
Lute before him, he listened and noted down the tune. The next morn- 
ing he said : I have obtained the tune now, but I have not yet learned it. 
I beg you for one more night to learn it thoroughly.” The Duke agreed, 
and yet another night passed. On the following morning he reported 
that he had mastered the tune. Then they left that place, and proceeded 
to Chin. They were received by Duke P’ing of Chin (557-532 B.G.), 
who gave a banquet for them on the Shih-hui Terrace. When all 
had come under the influence of the wine, Duke Ling said : “ When on 
my way here I heard a new tune ; permit me to let you hear it.” When 
Duke P’ing agreed, Duke Ling made Master Chiian sit down by the side 
of Master K’uang, place his Lute before him and play it. But before he 
w-as half through, Master K’uang put his hand on the strings (to deaden 
the sounds), and said : “ That is the music of a doomed state ; one must 
not listen to it.” Duke P’ing asked : “ What is the origin of this tune ?” 
Master K’uang answered : “ It was made by Master Yen, to please the 


Associations 


137 


tyrant Chou. When Wu-wang had defeated Chou, Master Yen fled 
to the east, and drowned himself in the river Pu. Therefore it must have 
been on the bank of that river that this tune was heard. Who first hears 
this tune, his state will be divided.” Duke Fing said ; “ I have a great 
love for music. I wish to hear this tune to the end.” Then Master 
Chiian played the entire tune. Then Duke P’ing said : “ Are there no 
tunes that are still more sinister than this one ? ” Master K’uang said : 
“ There are.” “ Could you play them for me ? ” The Master answered : 
“My lord’s virtue and righteousness are not great enough for that. 
I may not play them for you.” But the Duke said again : “ I have a 
great love for music ; I wish to hear them.” Then Master K’uang 
could not but draw his Lute unto him, and play. When he had 
played one, there appeared sixteen dark cranes that alighted on the 
gate of the hall. When he played the second time, they stretched their 
necks and cried, they spread out their wings and started to dance. Duke 
P’ing was overcome with joy, and leaving his seat he drank the health 
of Master K’uang. Having returned to his seat, he asked : “ Are there 
no other tunes that are still more sinister than this one ? ” Master 
K’uang said : “ Yes, there are those by which in olden times Huang Ti 
effected a great reunion of ghosts and spirits. But my lord’s virtue and 
righteousness are not great enough to allow you to hear this music. And 
if you hear it, you will perish Duke P’ing said : “ I am advanced in 
years, and I have a great love of music. I want to hear these tunes.” 
Then Master K’uang could not but draw his Lute unto him, and play. 
When he had played one, white clouds rose in the north-west. And 
when he played another, there was a storm wind, followed by a torrent, 
that made the tiles fly from the roof. All that were present fled, and Duke 
P’ing, in a great fright, threw himself down near the entrance of the hall. 
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Thereafter Chin was besought by a drought that scorched the earth for 
three years in succession.”' This story,, that bears a most archaic cha- 
racter (note that just as in the story quoted above, instead of 16 we find 
‘ twice 8 not only furnishes a good example of the relation of the dark 
crane to Lute music, but also illustrates in a, striking way the awe-inspir- 
ing qualities with which the ancient Chinese credited this music,^^ Some- 
thing of the ominous atmosphere of this old tale has been preserved in a 
number of ghost stories connected with the Lute of later date. For some 
specimens of these see below, the fourth section of this chapter. 

It is only occasionally, however, that we find faint echos of the old- 
est magical character of the association between Lute and crane. In 
later times literary tradition has entirely overgrown these old beliefs ; 
they are replaced by considerations of a purely aesthetical character. 
When the scholar is playing the Lute in his garden pavilion, a couple of 
cranes should be leisurely stalking about. Their graceful movements 
should inspire the rhythm of the finger technique, and their occasional 
cries direct the thoughts of the player to unearthly things. For also these 
cries of the crane have a special meaning. They are said to penetrate 
unto Heayen (cf. Shih-ching gg, Hsiao-ya X : 

' The crane cries in the marshes, its sound is heard in the skies *), and 
the female crane conceives when it hears the cry of the male (cf. the ChHn- 
ching authorship uncertain : 

The crane is described as having a great love for Lute music. The 
CKing-lmi-fang-cKin-ya (cf. Appendix II, no. 6) says : ' Lin Pu (967- 
1028) greatly enjoyed playing the Lute ; whenever he played, his two cranes 
would start dancing ’ And the same source 

says about Yeh Mgng-te (^^^, style : Shao-yun 1077-1148) : ‘ Yeh 
MSng-tS loved the Lute, he would play for a whole day without resting, 
the tones of the Lute mingling with the sounds of a brook. Later Yeh 
returned to mount Lu and sang songs, accompanying himself on his Lute. 
On one occasion there suddenly appeared a pair of cranes that gamboled 

5) I may remark in passing that this tale contains some interesting data regard- 
ing the history of Lute music. It appears that as early as the Vth century B.C. there 
existed some system for noting down Lute music ; for our text says explicitly that 
Master Chiian ‘ wrote down ’ hsiek S, the ghostly tune he heard. His method of re- 
cording the tune is not different from that used by present day Lute players : first 
the melody in general is noted down, but then several more hearings are necessary to 
record the exact timbre of the tones, and to add the various ^ graces Then the tune 
should be played through many times {hsi ^), for only when the music has been memo- 
rized can the player in his performance do full justice to it. The terms i-tsou — # and 
tsai-tsou are not very clear ; I follow Chavannes ’ translation. 
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; about and danced in his garden. Yeh kept them, and they did not go away, 

; but started to dance every time he played ’ 

n-wkw 

i Several Lute tunes sing the excellent qualities of the crane. The 

' cf. Appendix II, no. 11) contains one 

tune that describes the crane in the scholar’s garden ; it bears the title 
, Song of a pair of cranes listening to the babbling of a brook ’ 



Another tune celebrates the soaring flight of the crane : ‘ Cranes dancing 
in the sky ’ The T’ien-win-ko-ch'in-pu-chi-ch’ing (cf. Appen- 

dix II, no. 17) has a tune entitled ‘ A pair of cranes bathing in a brook ’ 
The introductory note added to this tune is not without interest 
for our subject. ‘ Late in spring I visited a friend in Kuan-k’ou (Szu- 
chuan Province). A pair of cranes were dancing in a clear rivulet. I 
observed their feathers white as snow, and the top of their heads red like 
vermilion. They fluttered up and dovm, and took their bath while danc- 
ing. Then they spread their wings and flew high up in the sky, and 
cried in harmony in the azure vault, making me doubt whether they were 
not Immortals. Then I drew my Lute unto me, and composed®^ this 
tune’ Iiiaesfeti*. n/SBiiJim. tkm 


6) This statement is not agreeable to truth : when playing this tune, one soon 
discovers that it is nothing but a variation on the tune ‘ Song of a pair of cranes listening 
to the babbling of a brook ’ of the Ming handbook mentioned above. 
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Various books^ give directions as to the proper way of rearing cranes 
and of recognizing birds of superior qualities. The qualities and outer 
marks of good cranes are , described in the Hsiang-ho-ching ; this 

book, though of doubtful authenticity, seems fairly old, and is found in 
many tshmg-shu. Especially Ming treatises abound in discussions on the 
keeping and rearing of cranes, and on how to make them dance : one 
may train them to dance when one claps the hands. Consult the Tsiin- 
sheng-pa-chien (Appendix II, no. 4), ch. 15 p. 80 sq., and the K^ao-pan~ 
yu-shih (Appendix II, no. 3), ch. 3. Interesting is the article on the learing 
of cranes in ch. 6 of the Hua-ching a charming small book on the 
cultivation of trees and flowers, publ. in 1688 by Ch'en Fu-yao 
he says that from the thigh bone of a crane excellent flutes can be made : 
their sound is clear, and in harmony with the sonorous tubes 

Finally I may quote a remark on the crane found in the Tsun-sheng- 
pa-chten : ‘ While staying in a country house in an empty wood, how could 
one do one single day without the company of this refined friend, that 
makes one forget all worldly things?’ 


1 
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7) About Fu-yao I could find no further details ; doubtless it is the same 

person as mentioned by Chavannes in connection with the handbook for painters, the 
Chieh-tzu-‘yuan~hua^diuan (cf. Journal Asiatique, March- April 1918, p. 329). The 
Baa-cking was in 1773 reprinted in Japan, at Kyoto, in 6 vols. The Chinese original 
has been provided throughout with Japanese reading marks, and the pictures have been 
reproduced with much care. The Japanese editor of the text was a certain Hiraga L 



2. LUTE AND PLUM TREE, LUTE AND PINE TREE 


Plum blossom and pine tree a favourite subject of Chinese artists 
— The Plum blossom: its connection with woman and sexual life — 
Plum blossom and Lute player— The pine tree : and old symbol for 
long life. 


Chinese poets and painters have never tired of the delicate beauty 
of the plum blossom, and the robuster grace of the gnarled pine tree. 
Poets celebrate the subtle colour and subdued fragrance of the plum blos- 
som, and they admire the intriguing contrast of the tender flowers and the 
crooked and rough branches of the tree. And for more than a thousand 
years painters have chosen as their subject an old pine tree, standing lonely 
among steep rocks. The ideal of the Lute player is to possess a little out- 
house somewhere in the mountains, surrounded by a grove of prunes. 
When there is a light breeze, the falling plum blossoms shall suggest to 




him the spirit of the more delicate touches of the finger technique. But 
if he can not afford that, when the right season has arrived he will take a 
flowering branch of the plum tree, and place it in a vase on his desk (see 
figure XVI). If one can have a house where some hoary pines guard 
the gate, they will lend dignity and style to one’s mansion. And contem- 
plating their antique appearance, the scholar shall recognize once more 
the antique atmosphere that hovers about the Lute and its lore. But 
the appreciation of the stern beauty of the pine tree is not only a privilege 
of the rich: the poor recluse may derive enjoyment from growing a 
dwarf pine tree in a flat basin. 

A study of the origin and subsequent evolution of the Chinese love 
for plum tree and pine (together with the bamboo) would fill a bulky 
volume. Below only a few of the most striking features are outlined. 

When one observes the place occupied by the plum tree in Chinese 
culture, it will be clear that here, just as with the crane, magical concep- 
tions play an important role. The plum tree is closely associated with 
creative power and fertility. Because of the fact that the black and 
seemingly lifeless branches of an old plum tree still produce tender blos- 
soms, the Chinese ascribe to this tree an unusual amount of Yang power, 
of vital energy, and have made it a symbol of longevity. Blossoming 
when winter has barely ended, it is a symbol of the New Year, and the 
revival of nature. Because of this and other associations, the plum tree 
and plum blossom are often used in metaphors relating to woman and 
female beauty, A slender waist is compared to the twig of a plum tree, 
a beautiful woman is called a plum blossom, a rose-and-white face is 
called a plum blossom complexion. In Chinese literature one often 
reads stories of plum blossoms that took the shape of beautiful girls. 
Well known is the charming story told in the Lung-ch'eng-lu (f«i|, as- 
cribed to the T’ang poet Liu Tsung-yuan, 773-819), 7th heading : during 
the K’ai-huang period (581-603) a certain Chao Shih-hsiung fell asleep 
when resting in a grove. He saw a beautiful girl in simple white attire, 
but surrounded by a subtle fragrance. Her attendant was a little boy 
clad in green. Chao talked and laughed with this girl till dawn. When 
he awoke, he discovered that he had been sleeping under a plum tree. 
It was in full bloom, and small green birds were twittering on its branches. 
As in many other countries, also in China the plum has sexual associations. 
Mei-tu ‘ plum poison ’ (Jap. baidoku) in both China and Japan is a 
usual word for venereal disease, lo-mei%% ‘ falling of the plum blossoms ’ 
may be used as a metaphor for defloration, and the word meiiUtii frequent- 
ly occurs, both in China and Japan, in the names of houses of ill repute. 
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Next to Its beauty, it is also this connection with the generative forces of 
nature, that assured the plum tree its established place among the cons- 
tant companions of the scholar. 

Just ice the crane, the plum blossom is said to be sensitive to the 

nrlteH tb TT- (cf. Appendix II 

no. 6) tells the following story. “ Wang Tzfi-Iiang obtained a Lute of 

very antique appearance Every time he played it, there would suddenly 

blow a gentle breeze, that made the plum blossoms in his garden comi 

down in a dancing movement. Tzh-liang said with a s|h: These 

Sts TTS they also understand music.” $ 

Therefore playing the Lute before plum blossoms is especially re- 
commended ; as an old poem says : ‘ Take your Lute with you and 
play before an old plum tree ’ In prose and poetry the 

pluin tree and its blossoms are repeatedly mentioned in connection with 
the Lute, and m the technical terminology of the Lute the plum blossom 
o ten appears : a certain touch of the finger technique is compared to 
plum blossoms floating on the waves, and a type of bursts in the varnish 
antique utes is called Plum Blossom cracks, Mei-hua-tuan-wen 
As to the pine tree as an old symbol of longevity, its associations are 
so well known that after the remarks made above (Chapter III, section 
3). there is no need to add much more. Also the pine tree is credited with 
a great amount of vital energy : it remains green through winter, and old 
gnarled pines suggest a vigorous advanced age. That nearly all its parts 
figure largely in the Chinese materia medka, must chiefly be explained by 
s;^pathetic magic. In the foregoing pages we have seen that the pine 
tree is constantly mentioned in connection with the Lute : if the Lute 
player is not represented as sitting in a plum grove, he will be seated on a 

moss-covered stone under a couple of spreading pines. 




3. LUTE AND SWORD 



The sword maintained as attribute of the scholar because of its 
magic properties — The sword wards off evil forces, and is a container 
of vital energy — Evidence from Chinese popular religion — Stories 
about the magical properties of the sword in older literature — Lute 
and sword mentioned together as companions of the scholar. 


The sword, symbol of military valour, was not much in favour with 
the literati, who, as a rule, considered all warlike pursuits as unbecoming 
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to their dignity. Beginning with about the early years of the Ming pe- 
riod, literary sources have not much to say in praise of this weapon. Yet 
a sword belongs to the outfit of a scholar,, and it will be seen in his library, 
hanging on the wall side by side with the Lute. This seeming contradic- 
tion is explained when the older associations of the sword are taken into 
consideration. 

Despite its warlike character, the sword maintained its place among 
the attributes of the scholar because of magical considerations : the sword 
is a powerful defense against the forces of darkness. The belief that cut- 
ting instruments scare aw^ay ghosts and demons, is, of course, spread over 
the whole world. In China we find that in olden times the sword be- 
longed to the outfit of the Taoist devil-banner. Already in the writings 
of the Taoist writer T’ao Hung-ching 452-536) we find the state- 

ment : ‘ All who wish to study Taoist magic must possess a good sword, 
that should never leave their side ’ Old treatises 

on the sword, like the Tao-chien-hi jJMm (hy T’ao Hung-ching, mentioned 
above), the CMen-chi fijfB (by Kuo Tzu-chang 16th century) abound 
in stories about the magical properties of the sword : swords change into 
dragons, hidden swords betray their presence by supernatural pheno- 
mena, old swords may foretell the future, etc. Popular religion shows 
many traces of these beliefs in the magic power of the sword. Two swords 
buried under the treshold shall keep away robbers (cf. H. Dore, Manuel 
des superstitions chinoises, Shanghai 1926, p. 91) ; swords made of cash 
strung together will keep evil forces away, etc. An interesting survival 
is the Chinese custom of placing a big knife on the dead body in a coffin 
(cf. Dore, op. cit. p. 51). Nowadays it is explained as a means of prevent- 
ing the ghost of the deceased from haunting the house. But it seems 
probable that this custom originated in the old rite of burying swords with 
the dead. For also the sword is considered as a container of Yang power, 
and as such the sword as burial gift must have had the same significance 
of the jade as burial gift, viz. to preserve the corpse from decay. 

The traditional attitude of the later scholar to the sword as belonging 
to the library of the literatus is shown in the following passage, from the 
Tsun-sheng-pa-chien (cf. Appendix II, no. 4). It is the second half of a 
section entitled CNin-chien ‘ Sword and Lute.’ ‘ Since olden times 
the methods for making all sorts of things have been transmitted, only the 
art of casting swords is not recorded in literary sources. That is why 
nowadays there are no more knights errant, and few famous swords exist ; 
this is because the tradition of swordsmanship has been broken off. 
Moreover it is easier to handle a dagger than a sword, therefore now people, 
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though knowing how to carry daggers, do not know how to carry a sword. 
As for me, although I do not use the sword for guarding against the 
violent and opposing the strong, I yet employ it for fortifying my mind 
and strengthening my spirit. If one can not obtain an old sword, then a 
good modern sword, like those manufactured in "itinnan, will do for 
being hung in the library. 

mmm. 

The author winds up by praising in a wealth of literary allusions the 
brilliant lustre of the sword, which outshines the stars. 

The cultured scholar will prefer for his library a beautiful, antique 
sword, with a finely decorated scabbard, and covered with old inscrip- 
tions. But often an ordinary sword or dagger is used. 

Of the copious references in literature to Lute and sword together, I 
only quote one, the first couplet of the introductor}" poem to the famous 
* roman de moeurs Chin'-pHng-mei which says : Opulence and 

glamour have gone, and the guests have stopped coming. Flutes and 
cither are silent. Song and chant are no more heard. The heroic sword 
has lost its grimness, its beautiful shine has become dull. The precious 
Lute has fallen asunder, and its brilliant studs aie lost . {chin-^hsing 
is a literary expression for hui S 5 neither F. Kuhn or O. Kibat in their 
translations of the novel has realized this, and they both render chtn^ 
hsing wrongly as ‘ Brilliant star ’) 



4. SOME FAMOUS STORIES AND MUCH-QUOTED I 

PASSAGES RELATING TO THE LUTE 

The 22 stories and passages translated below, are all taken from the 
Ch'ing-lien-jang-chHn-ya (cf. Appendix II, No. 6), and the Tkn-wSn- 
ko-ch’in-pii-chi-ch’eng (cf. Appendix II, no. 17). In many cases it would ' 

have been possible to trace the story to its original source, where often | 

the text is more complete . But for our purpose it seemed better to give I 

them in the form in which they occur in books on the Lute, for then it 

will appear which particular points especially appealed to the Lute masters. ; 

The stories need no commentary : they speak for themselves. And ii 

each of them may serve, in its own way, as illustration of some of the | 

aspects of cKin ideology discussed in the foregoing chapters. ; 


1. Ou-yang Hsiu (the famous Sung literatus, 1007-1072) used to say : ‘ I I 

have assembled one thousand rolls with old records ; of books I have collected I 
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ten thousand volumes ; further I possess one Lute, one set of chess, and usually 
thereto is added one pot of wine. Amidst these things I grow old, being as it 
were one of a company of six.’ On account of this he chose as his literary name . 
the Retired Scholar One-of-six. 

He also said : ‘ I used to suffer from fits of melancholy, and a leisurely 
life could not cure them. Then I studied the Lute under the guidance of my 
friend Sun Tao-tzu, who taught me a couple of tunes in the Kung mode. I 
found enjoyment in these during a long time, and did not know that I harboured 
such a thing as melancholy.’ 

2. Ch*ao Pi (T‘ang period) used to play a five-stringed Lute. 'When 
people asked the reason for this, he replied : ‘ First I strove to understand the 
meaning of these five strings with my mind ; the second stage was that my soul 
sensed their significance. Finally I played them quite naturally, not knowing 
whether the five strings were I, or I the five strings.’ 

B. 

3 . Chang Hung-ching had an old Lute. The shine of its varnish was entire- 
ly gone, and its colour was jet black. He had given it the name of ' Falling 
flowers and flowing water.’ One night he heard a rat make a loud noise. Fear- 
ing that it might gnaw his Lute or his books, he ordered a maid servant to make 
light. Then he saw that one string of his Lute had broken, (and was hanging 
down), having strangled a rat. Chang Hung-ching was amazed at this, and 
changed the name of his Lute to ; ‘ Terror of the Rats.’ 

mmm. mn-m. 

4. Chang Chi, style Chung-ching, a man from Nan-yang, was very skilled 
in healing illness. One day he entered a cedar wood, looking for medicinal 
herbs. There he met a sick man, who asked for a consultation. (Having exa- 
mined him), Chang Chi said : How is it that you have the pulse of an animal ? 
Then the man told him the truth, viz. that in reality he 'was an old monkey living 
in a cave on mount L Chang Chi took from his bag some pills, and gave him 
one. Having taken this, the monkey was cured immediately. The next day 
this monkey came again in his human form, bearing on his shoulder an enormous 
log. He said : This is a cedar ten thousand years old. I offer it as a slight re- 
quital. From this beam Chang Chi made two Lutes. One he called Old Monkey, 
the other Ten thousand Years. 

mm. mm. mmA. -bass. m-mAW^. feta. ^ 
s, mmm. immsxw. -B-^m.-Bum 

5. Silk worms are very clever ; when they spin themselves into cocoons, 
they often take the shape of the things they come in contact with. 

Once there was a young widow. Spending the night alone, resting on 
her pillow, she could not sleep. In the wall near her there was a hole, and 
through this she looked at the silkworms of her neighbour, who were just leaving 
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their frames. Next day the cocoons all showed a resemblance with her face. 
Although one could not clearly distinguish eyebrows and eyes, still when seen 
from some distance they closely resembled the face of a sad girl. Ts‘ai Yung, 
the famous scholar, saw these cocoons, and bought them for a high price. He 
reeled off the silk threads, and from it made strings for his Lute. When he play- 
ed, however, their sound appeared to be sad and melancholy. When he asked 
his daughter Yen about it, she said : ** This is widow’s silk. When listening to 
its sounds one cannot but weep.” 

siiPEii-So mn 

6. During the Chou dynasty master Ching served in the State of Wei. He 
excelled in playing the Lute. Prince Wen (426-387) was enthusiastic about it, 
and began to dance. Ching became angry, and struck the Prince with his Lute. 
Then the Prince got angry, and ordered Ching to be dragged out of the Palace 
and killed. Ching said : “ I beg leave to say one thing before I die.” The 
Prince said : “ What is it ? ” Ching said : “I have struck a prince like the tyrants 
Chieh and Chou, and not a wise ruler like Yao and Shun.” Prince W6n said 
** I have been wrong,” and let him go free. But the Lute he suspended on the 
wall, as a reminder. 

mt. as. xm. m. as. 

7. W'ei Yeh, style : Chung-hsien, (960-1019, well known poet of the Sung 

period ; his collected works, the T$*ao-- fang-chi are still preserved) natur- 

ally loved songs and chants, and did not strive after worldly fame. He lived in 
the eastern suburb of the town, where with his own hands he planted bamboos 
and trees. His abode was surrounded by a flowing water, and breathed an 
atmosphere of great profundity. There he dug out a cave of one fathom square, 
and called it ‘ Cave where harmony with Heaven is enjoyed In front of this 
he made a hut of grass, and there played his Lute. When people visited him 
there, irrespective of whether they were of high or low standing, he would receive 
them in white clothes and a cap of black gauze. He took the literary name of 
‘ Retired Scholar of the Grass Hut He played the Lute and composed poetry, 
and therein foimd full satisfaction. When the Enaperor T‘ai-tsung of the Sung 
dynasty sacrificed at Fen-yin, he summoned Wei Yeh, but Wei Yeh did not go, 
giving illness as an excuse. One day, when he was busy teaching cranes to dance, 
he was informed that Imperial messengers had arrived. Then he took his Lute 
in his arms, iept over the fence and fled. 

mmm. m 

T' 8. In the time of the Emperor Hsiao-wen (B.C. 250) there was found a 
musician of Prince Wen of Wei (426-387 B.G.), called Pao-kung, who was 180 
years old. He used to say about himself that at the age of 12 he became blind, 
and that his parents then taught him the Lute. He excelled in playing accom- 
plished music, and did not lose his great skill, in spite of his high age. Thus 
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Pao-kimg since his youth played the Lute for more than 160 years, and during ail 
that time he never once knew what a Lute looked like. 

9. Sun F^ng had a Lute, which was called ‘ Turkey-cock.’ When played, 
its tones were not very beautiful. Only when some one ■ sang, then the strings of 
their own accord would accompany it. So Sun changed its name to Singing 
by itself.’ On its bottom board there was a hole the shape of which resembled 
that of a moth. One day there came along a Taoist monk, begging for food. On 
seeing this Lute, he said : * Inside there is a moth. If it is not driven away, 
the Lute will soon be worm-eaten.’ Thereupon he took from his sleeve a small 
bamboo tube, and from it poured out a black medicine near the hole. No sooner 
had he done so than a green insect came running out. On its back it had a pattern 
of fine golden threads. The Taoist monk caught it and put it in the bamboo 
tube, then went his way. Thereafter, when a song was sung, the Lute did not 
respond to it any more. Sun Feng was amazed at this. When he told a sage 
of wide knowledge of this occurence, the wise man said with a sigh : ‘ This (insect) 
was a rare treasure, called Chu-t‘ung. When it is put next to the ear of a deaf 
man, he will be immediately cured. It likes to eat cedar wood, but it likes es- 
pecially old ink.’ Only then did Sung Feng realize that the black medicine 
which the monk kept in the bamboo tube was nothing but dregs of old ink. 

sms. 
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10. Ch‘^n Chill loved the Lute, and would play on it day and night without 
stopping. When he had done so for twenty-eight years, suddenly a purple 
flower blossomed forth from the Lute. He ate it, and disappeared as an Immor- 
tal. 

11. Wang Ching-po was a man from Kuei-chi. His Lute was called 
* Influencing Ghosts.’ Once he passed the night in a pavilion, on an islet near his 
town. That night there was a brilliant moon, and a light dew was settling down. 
By playing his Lute he compelled the ghost of the dead daughter of Liu Hui- 
ming to come to him. She looked just as if she were alive, and two maids ac- 
companied her. 

»r:Ao 

12. Hsi K*ang (famous Lute player, 223-262) one evening was playing his 
Lute, when suddenly a ghost appeared, wearing chains and sighing deeply. 
Lifting up his hands in supplication, the ghost said : ' Let me play a tune for you.’ 
Hsi K‘ang then gave him his Lute, and he played ; the tones were clear but un- 
canny. When questioned, the ghost did not answer. Hsi I-Cang thought it 
might have been the ghost of Ts‘ai Yung (the famous musician and statesman, 
133-192), for he had died in fetters. 

mm-m. am 
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13. Another evening when Hsi K’ang was playing the Lute, there suddenly 
appeared a man more than ten feet tall, clad in black cloth and leather belt. When 
Hsi K’ang had given him a good look, he extinguished his lamp, saying:- ‘I 
would not venture to emulate the light of a goblin.' 

14. In the beginning of the Shao-hsing period (1131-1162) Sh^ng Hsun 
was prefect of Hsiang-yang. He made himself a pavilion built over a stream, and 
there daily played his Lute. One day a stormwind arose, and rain poured down. 
His Lute changed into a huge red carp, and riding on it Sh^ng Hsiin disappeared 
into the sky. 

15. Ch’en Ch'iu-yang fell ill and died. His father thought much of him, 
and placed his son's Lute before his soul tablet. Always after that in the middle 
of the night the tones of this Lute would be heard ; they could be heard even out- 
side the house. 

16. Ghuang An-hsiang was once playing the Lute when it was dark. At 
once close by the fingers of her right hand there appeared a golden flower, which 
filled the whole room with its shine. In remembrance of this occurrence, she 
composed the tune called ‘ Golden Flower.’ 

17. In the begimiing of the T’ien-pao period (550-559) Li Chia-yin was 
a great lover of the Lute ; he would never stop playing, whether it was summer 
or wdnter. By the side of his seat there grew up five-coloured agarics (symbol 
of longevity), all showing the shapes of Immortals. 

mm. fsmmmm. 

18. Tai K’uei (literatus of the Chin period, died 396 ; next to being a famous 
Lute player, he was also known as a fine calligraphist and painter) in his youth 
already excelled in all arts, and was good at playing the Lute. His Lute was 
called ‘ Black Crane ’. The Prime Minister, Prince Hsi of Wu-ling, despatched 
some people to invite him to come to his court. Tai K’uei then broke his Lute 
to pieces before the eyes of the messengers, saying ; ‘Tai K’uei can not become 
a payed comedian at a prince’s court’. 

The same story is quoted in the Ku-chHn’'shu ascribed to Yu Ju-ming 

cf. the Shuo-’fu ; there the behaviour of Tai K’uei is contrasted with 
that of another famous Lute player of the same period, Yuan Chan (RSg, style 
Ch’ien-li ‘ Yuan Chan was an expert on the Lute. People heard of his 

fame, and came in great numbers, asking him to play for them. He played for 
all, noble and low, young and old. I consider the understanding shown by Yuan 
Chan superior to the consistency of Tai K’uei ’ 

19. During the Ch^n-yiian period <^785-804) Ts’ui Hui, having lost his 
way, fell into a dry well. At the bottom he found a cave. Having penetrated 
into this cave for several miles, he stmck a stone door, and having entered it 
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he found a room, measuring more than a hundred feet. The walls were beset 
with jewels, the glamour of which illuminated the whole room. A Lute was 
lying on' a table. Ts^ui Hui observed all this, without understanding where he 
was. After some delay he started playing on the Lute. Then suddenly a door 
in the backwall opened, and in came two girls, saying : How is it that Master 
Ts’ui makes bold to enter the serai! of the Emperor ? ’ Ts^ui Hui asked : Where 
is the Emperor ?’ They answered : ‘ He has gone to the banquet of Chu Yung 

(a personage of the mythical age, later revered as Fire God ; the implication is 
that Ts’ui Hui had entered the palace of one of the mythical Emperors). There- 
upon the girls told him to be seated before the table, and play on the Lute for them. 
Ts’ui Hui played the tune Hu-chia (cf. above, chapter IV : The significance 
of the tunes, under heading 2, where the origin of the tune is differently explained). 
The girls asked : ‘What tune is this ?’ He answered : ‘It is called Hu-chia ’. 
They asked further : ‘ Why is it called Hu-chia ?’ He said : ‘ The daughter of 

Ts’ai Yung of the Han dynasty was carried off by the barbarians as a prisoner. 
Being in their midst she was moved, remembering her former life, and taking her 
Lute she composed this tune, representing the mournful sounds of the barbarians 
blowing their reed pipe’. The girls were overjoyed, and exclaimed : What 
a beautiful new tune this is ! ” Thereupon they made him call toasts with them. 

R-lEiPl AH-m. 
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20. On a moonlit night Su Shih (the famous Sung literatus, 1036-1101) 

heard outside his window a song. It sang : “ Tones, tones . . . You are un- 

grateful, truly you are ungrateful ! You have treated me badly , up to this day. 
I remember that formerly I used to sing softly, softly, drinking small cups. One 
tune of mine was then deemed worth a thousand pieces of gold. Now I am throwm 
away at the base of an old wall . . . The autumnal breeze blows over the dry 
grass, the white clouds are high ... The bridge is broken, the water hows on, 
and my lover is nowhere to be seen. Sadness, sadness, melancholy . . . 
Opening the window to trace this sound, Su Shih saw a slender young woman, 
who vanished under the wall The next day he dug there, and found an old Lute. 

m> 

(To the words of the girl’s song, there was made a minor Lute tune, entitled 
Ku-chHn-yin -^^1% ‘ Lament of the old Lute ’ ; G. Soulie, cf. Appendix I, no. 3, 
has given on p. 116 a transcription of this tune in western notation. His trans- 
lation of the words on p. 115 is full of mistakes, and should be disregarded.) 

21 . Wang Yen-po was playing his Lute in a house-boat that was lying ashore 

for the night. Then he saw a girl, who drew aside the door curtain, and entered. 
She took the Lute and started to tune it ; the tones were very sad. When Wang 
asked her what tune she was going to play, she answered : ‘ It is called Ch’u- 

ming-kuang ; only Hsi K’ang (see above) can play it Wang asked her to teach 
it to him, but she said : ‘ This is not a tune that may be played at a lover’s meet- 
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ing. ' It is only intended for the enjoyment of recluses living on high rocks or in 
hidden vales.’ Then she played the Lute and sang thereto. She shared his 
couch with him, and disappeared at daybreak. 

m. ±mm. nw^o 

22. Yuan Hsien (disciple of Confucius) lived in a little hut, his doorposts 
were mulberry trees, his clothes were made of coarse wool. The hut was leak- 
ing from above and damp underneath, but he sat there correctly, and played 
on an old Lute. (In the mean time) Tz^i-kung (another disciple of Confucius) 
had become a minister in the state Wei, and he came to visit Yuan with a four- 
in-hand team and a suite of cavalry. When he saw Yuan Hsien he said : ‘ Alas ! 
In what distress you are ! ’ Yuan Hsien answered : ‘ I have heard that a man 

who has no riches is called poor, and that a man who has studied the Way but can 
not practise it, is called in distress. Now I for one am poor, but I am not in dis- 
tress. In truth, doing things always looking for approval from the bystanders, 
being partial in choosing friends, loving a display of benevolence and righteous- 
ness, and showing off chariots and horses, these are things which I could not bear 
to do ’. Tzh-kung hastily went away, and looked sour for the rest of his life. 

mimm. LSTvi. mnm 
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(Taken from the K^ung-tzii-chia-yu same story is to be found in 

a slightly different version in Chuang-tsu, book Jang-wang S3E) 


CHAPTER THE SEVENTH 


CONCLUSIONS 

Brief survey of the history of the Lute and its ideology — ^Earliest 
history, and development during subsequent periods — Great im- 
portance of the Ming period: greatest florescence of the study of the 
Lute — Gradual decline during the Ch‘ing dynasty — Present state of 
the Lute, and future possibilities. 


The Lute, the cither (se), the reed-organ {shing\ and the quaint 
ocarina (Maw), these are the instruments by which the ancient music 
of China can be studied. These instruments preserve tones that ac- 
companied solemn sacrifices, notes that delighted the ears of ancient 
princes, more than three thousand years ago. 

To revive this music, however, is no easy task. For the succeeding 
centuries have dimmed the tradition regarding the music of sheng 
and hsiianidigQ has sealed their secrets. At present w^e find only some faint 
echos in their score for the ceremonial orchestra, stray fragments of what 
once must have been impressive solo music. It is only the Lute that 
has an unbroken tradition. It was on the Lute that many generations 
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of scholars concentrated their musical efforts^ inspired by reverent love 
for this instrument of the ancient sages. And so it was the Lute that be- 
came a symbol of literary life and elegant refinement. At the same time 
it has retained its character of musical instrument, while sheng, se and 
hsuanart more and more regarded as mere curiosities. 

In the foregoing pages I have tried to describe one aspect of this uni- 
que Chinese musical instrument ; I have tried to give the reader some 
idea of the place occupied by the Lute in Chinese culture. I have tried 
to show how various, often originally conflicting elements, melted together 
and came to form a more or less unified ideology, the lore of the Chinese 
Lute. And at the same time I have endeavoured to outline some historical 
perspectives. On rereading the above, my historical observations especial- 
ly appear to me rather haphazard, and too much scattered over different 
chapters. As the material treated is almost entirely new, these defects 
were often unavoidable. Too often I was obliged to abandon the course 
of an argument, and branch off on some side track, in order to substantiate 
my theories. For the reader's convenience I here sum up in a concise 
form the conclusions that may be drawn from the foregoing chapters. 

The origin of the Lute lies hidden in China's past. There is evi- 
dence, however, that at some remote time, Lute and cither were one and 
the same instrument : a stringed instrument, about the form and sound 
of which we can only make conjectures. This primordial Lute must 
have borne an exclusively sacral character. 

During the later part of the Chou dynasty, and until roughly the 
beginning of our era, we find Lute and cither as separate, though still 
cognate, instruments, both used in the ceremonial orchestra. At the same 
time both were also used as solo instruments, for executing music of lighter 
genre. Yet it appears that it was especially to the Lute that clung faint 
echoes of those ancient magical beliefs that were connected with old cer- 
emonial music. This appears clearly from the story I'elated in the 
Shih-chi, and given in section 1 of the preceding chapter : the Lute is 
played at a banquet to amuse the guests, but unexpectedly it becomes 
the instrument through which hidden powers, originating in magic cere- 
monies of the dim past, manifest themselves in sinister omens. Thus 
gradually the Lute is set more or less apart as a kind of sacred instrument. 
And when during the Later Han dynasty the Confucianist literati are 
established as a mighty official caste, they declare the Lute their special 
instrument. Here the ways of lute and cither part. The ancient 
magical notions that formerly were connected with music in general, 
are henceforth applied to one instrument in particular, the Lute. Many 
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of these notions are cast in Taoist formulae, these being by nature more 
suitable for that purpose than Gonfucianist terminology. Also Buddhism 
makes its influence felt, and thus we find in the IVth and Vth centuries 
A. D. that something like a special chHn ideology has been founded. 
The ceremonial orchestra, too, under literary influence, has become an 
expression of politico-philosophical conceptions. But it is in the Lute 
ideology that the ancient magic conceptions survive : playing the Lute 
is described as a means for prolonging life, and as an aid to meditation. 

During the Sui and T’ang periods an intense artistic impulse inspired 
Chinese culture. Mainly through Central Asiatic influence, the Chinese 
were obsessed by a hunger for bright and gorgeous colours, for highly 
melodious, light and entrancing music. New instruments were imported 
from foreign countries, and old Chinese instruments were put to a new 
use. The Lute, with its rich acoustic possibilities, is tuned to less severe 
melodies, and is incorporated in the orchestra for entertainment music, 
to enliven literary gatherings and festive banquets. But on the other 
hand ,as a reaction, some conservative scholars now start to define more 
sharply the principles of the special ideology of the Lute, to guard their 
beloved instrument against the vulgarity of the crowd. 

The Sung dynasty then shows both the profane and the sacred as- 
pects of the Lute, and between these two aspects its music is almost evenly 
balanced. It is a period of gestation, a slow preparation for the great 
climax. This process of maturation goes on for some time, until, at length, 
during the Ming period Lute and Lute music reach full fruition. 
The great importance of this period for the Lute justifies a slightly more 
detailed treatment. 

It is much to be regretted that it has become a habit of western writ- 
ers, when describing the history of China, to pass over the Ming dynasty 
in a few words, or at best, with a few pages. They dwell on the politi- 
cal decay that set in with the predominance of the eunuchs in Palace 
circles and, speaking of the cultural aspect of the period, they say that 
no new artistic impulses of importance are noticeable, that in all bran- 
ches of art and literature nothing was accomplished beyond copying 
old models. And with regard to scientific pursuits, they repeat the judge- 
ment given by the scholais of the Ch’ing dynasty, pronouncing Ming 
scholarship shallow and uncritical. 

Now, that Ch’ing scholars did little to show the glory of the Ming 
dynasty is quite understandable. The hand of the Manchu conqueror 
rested heavily on the Chinese intellect, and to grow enthusiastic over the 
merits of the former dynasty was courting disaster. Less excusable is 
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the negligent attitude of western scholars. For they have free access 
to the vast mass of original Ming materials that is preserved. That they 
did not use this opportunity, shows that until very recently among western 
sinologues there existed a strong tendency to study only the approved 
sections of Chinese literature, books that were found in the Chhng catalo- 
gues. But in order to see the culture of the Ming period as it really was, 
we must entirely ignore Chhng materials ; they can only blur our view. 
We must turn to the original Ming materials, which, fortunately, still 
exist in abundance. Ming editions of the works of almost every Ming 
literatus of any importance have been preserved.^^ Ming porcelain still 
tells its own tale, and genuine Ming paintings are by no means rare. 

Sur\'eying these materials I come to the conclusion that from a cul- 
tural point of view, the Ming period was one of the most glorious epochs 
in Chinese history. It was the period that saw a culmination of pure 
Chinese culture, the period that shows the most complete expression 
of Chinese ideals. The foreign influences that entered China during the 
T'ang and subsequent dynasties had been digested : in the Ming period a 
complete amalgamation is effected. During this period the Chinese 
spirit blossomed most luxuriantly ; it was during the Ch’ing dynasty that 
the withering set in. When a tree is in full blossom, its gorgeous beauty 
amazes the observer ; little does he care what the branches and the trunk 
look like. With the coming of autumn, the blossoms fall down, then the 
leaves, and the observer sees the tree in a more realistic way : he sees 
that here branches are broken, there a stem ends in an abrupt gnarl. 
The observer will know more, but enjoy less. This image may give an 
idea of the fundamental differences between the general spirit of Ming 
and Ch’ing cultures. Ming scholars wrote enthusiastic eulogies on a 
passage in the Classics that struck them as eminently wise ; Chlng scholars 
pointed out that the punctuation of one sentence was erroneous. Ming 
literati reprinted the poetry of the T’ang and preceding periods in magni- 

8) During the Ch^ing dynasty the censor often took entire chapters out of these 
Ming prints ; it is in Japan that one must look for unmutilated copies. For a great 
number of Ming editions were brought over to Japan shortly after their publication, 
and were carefully preserved. Such Ming editions are especially found in the collec- 
tions of old feudal families. These books are called in the Japanese book trade kowatari 

y , and are greatly valued. Japan generally furnishes important materials for our 
knowledge of Ming culture. In the turbulent years that marked the end of the Ming 
dynasty, Chinese priests, scholars and artists fled to Japan in great numbers, and were 
patroillzed by Japanese nobles and scholars. So great was their influence, that for 
obtaining a right understanding of, say Tokugawa culture, a study of the Ming dynasty 
is imperative ; and, conversely, when studying the Ming period one cannot afford to 
disregard the mass of Ming material preserved in Japan. 
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ficent editions, with graceful characters on large-sized paper. Ch ing 
scholars reprinted this same poetry in cheap looking editions, with small, 
angular - characters, but with the text really improved. 

During the Ming period the daily life of the scholar-official neared 
something like perfection. The literati of that time,- mostly of an eclectic 
turn of mind, understood the secret of life, which consists of judiciously 
mixing beauty with comfort, and high ideals with purely practical views. 
This way' of living is mirrored in the literature of the period. Nume- 
rous books are written on the refined pleasures of the cultured scholar. 
They describe in minute detail the art of tea drinking, the art of flower 
arrangement, of laying out gardens, of building rockeries, of playing chess 
and complicated wine games, of practising arrow throwing, ball games, 
and a multitude of other subjects that later were neglected, or fell entirely 
into oblivion. 

It is only natural , therefore, that it was during the Ming period, 
too, that Lute and Lute music displayed their full and most sublime un- 
folding. In cultural centres all over the country great Lute masters arose, 
and numerous handbooks were published. Their composers did not aim 
at retracing the old music. Although they loved to dwell on the beauty 
of bygone days, this was a sentiment, a mood, but little conducive to in- 



tensive study. They composed very original and most attractive new 
tunes, to which they assigned the old approved titles. This music is new, 
but how rich in tone, what subtle effects, what fullness of musical ex- 
pression ! Granted that the Ming Lute players were mediocre students 
of musical history (with some brilliant exceptions like the Prince Tsai- 
yii), it can not be denied that they were gifted musicians. 

In the circles of the literati, cultivating leisurely enjoyment and 
abstract contemplation, the various conceptions connected with the Lute 
were more or less systematized, and pressed into formulae. Since many 
of the literati engaged in Taoist disciplines for prolonging life, and 
interested themselves in the search for the elixir of life and similar pursuits, 
the magical character of the Lute was stressed more and more. Now 
the system of rA’m ideology reaches its full development, and the signi- 
ficance of the Lute is definitely fixed. 

During the Chflng dynasty the life of the literati loses much of 
its glamour. Especially in the earlier part of the Chflng period, lite- 
rary pursuits are postponed to military prowess : the most skilful brush 
is powerless when confronted with the swords and bows of the h^nchu 
bannermen. Later, it is true, literary ideals reasserted themselves; but 
the vigour and elzn of the Ming period were never regained. South 
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China was less affected. Up to the present it is still in South China that 
remnants of Ming culture must be looked for. Also it was the southern 
provinces that produced most of the great Lute masters of the Ch’ing 

period. 

When the Manchu supremacy had become more firmly established, 
the rulers could devote more attention to literary matters. Then Chhng 
scholarship develops, and acquires its many distinguishing features : a 
sharp critical spirit, extensive antiquarian research, the compiling of enor- 
mous works of literary reference, etc. Now serious attempts are made 
to reconstruct the old music. Old musical scores are collected, various 
systems of notation investigated, and musical theory is re-examined. 

Many useful books about the Lute and its music are written, but 
important additions to the repertoire are fewu Mostly do the Lute 
masters confine themselves to publishing the tunes of the Ming and pre- 
ceding dynasties in revised forms. The system of cKm ideology is not 
worked out further, often even completely disregarded. At best, the state- 
ments scattered over the various Ming handbooks are reprinted. In 
most handbooks the teachings on the significance of the Lute are left out, 
and replaced by lengthy discussions on musical theoiy. A good example 
of such a dry handbook is the Tzu-yiian-fang handbook (cf. Appendix 
II, no. 15). During the Ch’ing period also the social standard of the Lute 
experts dropped considerably. While during the Ming and preceding 
periods famous Lute performers were as a rule great literati or high offi- 
cials, in the Ch’ing period they were mostly more or less professional 
musicians, who taught the Lute for a living. One shall look in vain in 
biographical works of the period for the names of the publishers of the 
best handbooks. 

The twentieth century brings the establishment of the Republic, 
and a revaluation of all values. Here we must break off our discussion 
of the history of cKin ideology. Instead I may end with some remarks 
about the present state of Lute music, and its future. 

In the turbulent first decennia of this century the Lute very nearly 
suffered the same fate as so many other Chinese old musical instruments, 
namely to see its tradition broken off, and its music forgotten. Fortunate- 
ly a few old masters, scattered over the country, faithfully preserved their 
cherished art, and transmitted its secrets to a few pupils. They acted as 
guardians of the Lute and its music, while the ranks of scholars who under- 
stood it grew thinner every day, and while younger Chinese musicians 
were entirely absorbed in studies of western music. 

Now, in recent years, the consistency of those few elder masters 
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is bearing fruit. For gradually in China there has come into existence 
a class of younger musicians, who combine a sound western musicological 
training with a deep interest in their own national music. Many of these 
have taken up the study of the Lute; first they patiently learn the art from 
the few elderly masters that are left, then they investigate the materials 
thus obtained in the light of modem musicological science. From 
these researches we may expect important results.®^ The atmosphere that 
in former days surrounded the Lute player will soon belong definitely 
to the past — together with so much that was charming in the old Chinese 
life. But Lute music in itself has a bright future. 

The present writer is one of those who — naive and over-confident, 
maybe— believe in the existence of eternal values. He believes that 
what is really good or beautiful will last for ever ; that such things can 
be ignored, neglected or suppressed, but that they shall never vanish 
entirely. 

It is for this reason that he ventures to publish the preceding pages 
on the lore of the Chinese Lute, desultory and incomplete as they are. 
For the intrinsic beauty of the Lute and its music are such as to justify 
his confidence that others will continue where he left off. 


9) How necessary the work of these scholars is, is all too apparent; for the ignorance 
of many present-day Chinese with regard to their own music is appalling. In 1937 
I read in a Chinese managed periodical, which as a rule maintains a high literary and 
scientific standard {The Tien-hsia Mmthly, voL IV, p. 54 : Music Chronicle), strange 
statements like the following : Most of them (i.e. the Chinese musical instruments. 
V. G.) are still quite crude and simple : they do not admit of the development of highly 
finished techniques. . . . Moreover, the tone qualities of the musical instruments 
are none too pleasing. The seven-chord Ch^Ti has hardly any sound at ail” 

Then the author of the article in question goes on to say that all Chinese instruments must 
be “corrected"’, so as to make them reproduce the western tempered scale. Such 
a proposal, involving as it does the perversion or wanton destruction of precious musical 
data, could only be made in a time like the present, where ever>^day there is more music 
but less musicaiity, and where various sound -producing instruments throw the gieatest 
masterpieces of western music to the crowd to be sci'anibled for. 
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Chinese' authoritative ■ works as the Lu-lu'-ching-i Ming prince 

Chu Tsai-yii mdtheLu4u-^cMng4 (W&iEm. an official publication dated 

1713). This book shows the same merits and the same, defects as other works 
by 18th century missionaries .on^y China. These learned priests made an excel- 
lent use of their daily contact -with the flower of the Chinese literati « they care- 
fully noted down the information supplied by the latter, and followed their advice 
regarding the books to be selected for further reference. On the other hand, the 
missionaries believed implicitly what their informants told them, and thought 
that their opinions on Chinese antiquity were unquestionable truth. Thus, 
for instance, with regard to music, the Chinese informants of our author gave 
him nothing but the Chinese traditional views on music, as exposed in some 
officially sanctioned standard w’orks of later date. Yet this book by Father Amiot 
is a remarkable effort; when read critically, it will supply also the present-day 

student of Chinese music with much useful material. 

The author gives considerable attention to both cMm and In the first 
chapter of this essay I already quoted one of his remarks on the importance of the 
Lute in Chinese cultural life (cf. above, Chapter I, page 3). Interesting is a list 
of books relating to the Lute, which the author gives on p. 24. Unfortunately 
the titles are given in transcription only, without author or date ; therefore some 
of the items I could not identify. As the list shows which books on the Lute 
were studied by Court circles in the 18th century, I reproduce it here, with my 
identifications added between brackets. 

(49) Kou tckouen kin pou. 

(50) Chen ki mi (Sh^n-chi-pi-pu , by the Ming prince Chu Ch’iian; 

ef. Appendix II, No. 10). 

(51) Tay kou y yn (T*ai-ku-i-yin same author). 

(52) Kin jouan kimong (Chhn-juan-chh-m6ng same author). 

(53) Sim ho yao tche (Hsien-ko-yao-chih ? The mentions 

a Hsien-ko-yao-lu by an unknown author). 

(54) Tckoungko fa jen (Chung-ho-fa-jen Ffj#n^®L, a Ming treatise by an unknown 
author, mentioned in the Lu-lii-ching-i). 

(55) Y fa kin poll (I-fa-chhn-pu ?) 

(56) Tchan tchou poM (Chang-chu-chhn-pu a Ming handbook men- 

tioned in the Lu-lii-ching-i). 

(57) Hoang sien kin pou (Huang-hsien-chhn-pu , a Ming handbook 

mentioned in the Lu-lii-ching-i, better known as the Wu-kang-ch’in-pu 

publ. 1546 ; Huang Hsien occupied an official position during 
1488-1505). 

(58) Siao loan kin pou (Hsiao-iuan-ch’in-pu a Ming handbook men- 

tioned in the Lii-Iii-ching-i). 

2. J. A. van A a 1st, Chinese Music (Imperial Maritime Customs, Special 
series, No. 6), Shanghai 1884 (re-issued at Peking in 1933). 

During many years this book was for occidental students the standard work 
for infomiation regarding Chinese music. Though it contains not a few mis- 
statements, and although most of its general observations are antiquated, it 
still is a usable book. It has a wider scope than Amiot’s work, as here popular 
Chinese music is also included. There are many illustrations, but they are very 
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poorly done. 

The ch in is treated on pages 59-62. The description found there is gene- 
rally correct ; only it should be remembered that the author’s observations on 
Lute music are based on the Lute of the ceremonial orchestra, and that therefore 
the tuning, for instance,, does not apply to the Lute as solo instrument. ' On p. 60, 
the explanation of the finger technique of the right hand, the last sign (abbrevi- 
ation of ch’uan-fu is wrongly explained; cf. the same sign in the list given 
by me above, No. 12. 

3. G. S o u 1 i e, Musique en Chine (Extrait du Bulletin de T Association 
Franco-chinoise), Paris 1911. 

When compared with the preceding item, this book shows considerable pro- 
gress. It is far more scientific than van Aalst’s, and the illustrations are more 
accurate and better executed. On the base of its quality this work should long 
ago have superseded van Aalst’s in sinological circles. For some reason or other, 
however, it has remained comparatively unknown, and until recent years van 
Aalst’s book continued to appear in catalogues at a prohibitive price ; that in 
1933 it was reprinted, unrevised, tends to show how few are the serious students 
of music among present day orientalists. 

On p. 30 the author gives a fairly detailed description of the chHn. He 
gives a list of 44 abbreviated signs used in ch'in notation, which means an improve- 
ment on the meagre list given by van Aalst, though it contains many inaccuracies ; 
these will appear on comparing this list with the one given by me above, p. 12L 
On p. 36 a page from a ch'in handbook is reproduced, and explained in detail. 
On p. 115 a short Lute composition (Ku'-chin-yin is given in western 

notation. 

4. A. C. M o u 1 e, list of musical and other sound-producing instruments of 
the Chhiese (Royal Asiatic Society), Shanghai 1908. 

This paper contains accurate descriptions of a great variety of Chinese 
musical instruments. The author adopted the method followed by V. Ch. 
Mahillon in his excellent ‘ Catalogue descriptif et analytique du musee instrumen- 
tal du Conservatoire Royal de Bruxelles ’ (1893) ; he tries to be as detailed as 
possible with regard to measurements and transcription of the scales. Next to 
the instruments used in ceremonial music, we also find descriptions of very 
popular instruments, used in the streets of Chinese towns. These data are 
important, for street music undergoes many changes, and generally leaves no 
written records. 

Pp. 106-109 treat of the ch'in ; the material is taken from Amiot, v. Aalst, 
etc., and no new data are added. 

5. L. L a 1 o y, Xfl Musique chinoise (part of the series : Les Musiciens C61e- 
bres), Paris, no date. 

This small book, although of necessity rather popular, still is a very sound 
and useful survey of Chinese music, with the cultural and ideological aspects es- 
pecially stressed. The illustrations are well chosen and of excellent execution. 
Contents : I. Les sources, IL La doctrine III. Les destins, IV. Le systeme, V. 
La gamme, VI. Les gammes nouvelles, VII. Les instruments, VIIL La notation, 
IX. Musique reiigieuse, X. Musique de chambre, XL Musique populaire, XII, 
Musique de theatre, XIII. Espoir, XIV. Melodies notees. 
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Pp. 68-76 and 91-95 treat of the cKm. The author duly stresses the impor- 
tance, of Tute ideolo.gy, the- deep significance of this instrument and its music. 
Historical and cultural background are briefly, but very aptly, sketched. This 
book I recommend as the best introduction to the subject of Chinese music in 
general. 

6. M. C o u r a n t, Essai Mstorique sur la nmsique classique des Chinois,. avec 
un appendice relatif a la musiqtie coreenne (in: Encyclopedie de la musique et Dic- 
tionnaire du Conservatoire, part I pp. 77-241), Paris 1924. 

M. Courant, the well-known French sinologue, to whom the orientaiistic 
world is already heavily indebted for his magnificent Corean Bibliography (Bib- 
liographie Coreenne, Paris 1894), has put us under a further obligation by this most 
detailed study on Chinese classical music. This essay is the most scientific and 
accurate account of Chinese music I know. Here for the first time the subject 
in its entirety has been investigated and reviewed by a competent scholar, who 
could consult all sources in the original, and in addition to that was if my informa- 
tion is correct — himself a musician of no mean ability. Chinese musical theory 
is analysed in detail, and its often obscure expressions are translated into western 
terminology. Historical problems are discussed in detail, and in groping for their 
solution the author shows much discretion. First reading thiough the pi seeding 
item by Laloy, and then w^orking through this essay by Courant, will in my opi- 
nion be the best preparation for any one who proposes to do some research in 
Chinese music. Courant’s essay is divided in four parts : 1. Theorie musicale, 
IL Instruments, III. Orchestres et Choeurs, IV. Les idees cosmologiques et 
philosophiques. 

The chHn is treated of on pp. 163-175, After a careful description of the 
instrument itself, the author goes on to an investigation of its theoretical side, 
and discusses its tunings in detail. Then he gives about a dozen of ch in melodies 
in western transcription, all taken from the T ien-wendw-ch ifi-^pu-cki-ch eng 
(cf. App. II, no. 17). He admits that these versions are arbitraiy% as they must 
be because of the fundamental differences existing between the Chinese scale 
and ours ; or, as the author puts it : ‘ Ce serait sans doute fausser Tessence des 
systemes harmoniques chinois que de les vouloir raduire a nos formules (p. 169). 
Yet his transcriptions are useful to give the student at least a general idea of wliat 
chHn music looks like. I may add that execution on the cello comes nearest to 
the tone of the Chinese original. The essay ends with an extensive bibliography 
of western and Chinese sources consulted, and a useful index, where the reader 
finds the Chinese characters for every name and term occurring in the essay. 

I may add in passing that the few pages treating of Korean music (pp. 211-220) 
are less satisfactoi^. To supplement what is given here, one should consult A. 
Eckardt, Koreanische Musik, Tokyo 1930. Sinologues I would refer to the 
Ak-hak-kzve-p6?n This is the great Korean standard work on Chinese 

and Korean music, written in Chinese, and profusely illustrated. It was written 
in 1493 by the scholar Syong Kyon rjSfi. The Korean original is no\Y extremely 
rare ; fortunately in 1933 a good photographic reprint was published at Keijd, 
by the Koten-kankd-kai ■fi'IITJff #* 
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APPENDIX 11. CHINESE LITERATURE ON THE LUTE. 

A. GENERAL 

1. CFin-tsao a collection of about fifty motifs of ancient melodies. This 

book contains no musical notation : only the title of each tune is given, with a 
few words about its composer, the circumstances that inspired him, the significance 
of the music, etc. As the oldest list of Lute melodies extant, this book has great 
documentary value. Opinions differ as to whether its authorship must be as- 
cribed to the famous literatus and musician Ts’ai Yung(^^, 133-192), or to the 
equally famous man of letters K’ung Yen (JLtS? 268-320). The text is to be 
found in the Tu-hua-chai-ts'ung-shu a collection of reprints of classical 

works published in 1799 by Ku Hsiu ll{^> and the P'mg-tsHn-'kiian-tshmg-'Shu 

^ collection of texts published by the great authority on the classics Sun 
Hsing-yen 1753-1808). I have used the excellent Japanese official edition 

{kanipan 1®, publ. 1832 in one voL, where the text as established by Sun Hsing- 
yen is reprinted, together with the preface by the scholar Ma Jui-chen MfSfl, 
dated 1805. 

2. Ch'in-shih ' History of the Lute in 6 ch. ; cf. Imperial Catalogue, ch. 

113, leaf 8 verso. The author of this treatise is the great scholar of the Sung 
period Chu Ch’ang-w6n style : Po-yiian fgJfC, 1041-1100). Ch. 1-5 con- 

tain biographies of more than 150 famous Lute players, chronologically arranged; 
the 6th ch. treats of the Lute itself, and is divided into eleven parts. These dis- 
cuss 1. Sonorous tubes g#:, 2. Strings 3. Dimensions 4. Form 

5. Tones 6. Modes 7. Songs 8. Manufacture gtflj, 9. Beauty®^, 
10. Significance and 11. History The preface to this book is dated 1084. 
The author, prevented through illness from taking part in the literary examina- 
tions, devoted the greater part of his life to literary pursuits. He was especially 
interested in those objects that are dear to the literatus : his researches in this 
field are collected in his Mo-chHh-pHm Preface dated 1066. The author’s 

grandfather, Chu I ^1;, was an expert on the Lute, and Chu Ch’ang-wen continued 
his tradition. The Ch’in-shih is written in excellent, highly polished prose. 
Unfortunately historical details and precise information are sacrificed to the style ; 
further it is to be regretted that the author never mentions his sources. Still 
the book contains much useful material. I used the edition as published in the 
Lien-fing-shih-erh-chmg ^ collection of reprints publ. at Shanghai in 

1921 ; the originals were collected by Ts’ao Yin (^;g, 1658-1712). 

3 K'ao-p'an-yii-shik ‘ Desultory remarks on furnishing the abode of 

the retired scholar,’ in 4 ch. ; cf. Imperial Catabgue, ch. 130 leaf 2 recto. The 
title of this book refers to an ode of the Shih-ching (Decade of Wei f^dr, 2), which 
opens with the line ‘ He built his hut near the stream in the vale ’ This 

book contains very detailed descriptions of all the objects belonging to the tra- 
ditional outfit of a scholar of refined and cultured taste, e.g., old books and scrolls, 
incense, utensils for making tea, etc. To each of these objects a chien ^ me- 
morandum ’ is devoted ; the CMm-cMen mm is to be found at the end of ch. 2. 
The compiler is the well-known Ming scholar T’u Lung style : Ch’ang- 

ching mh Ckin-shik in 1577). In China this book was extremely popular; it 
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was published in various editions, and may be found in several ts^ung'-shu. A 
nicely edited Japanese reprint appeared in 1803, with a preface by the Japanese 
sinologue Hayashi Jussai 1768“! 841), 

4. ' Tsun-sheng-pa-chien ‘ Eight treatises on living in accordance with 

nature ’ (the title page of the original Ming edition, dated, 1591 reads tsun 
instead of tsun m, which could be rendered as : venerating, nursing life), 8 ch. ; 
cf. Imperial Catalogue, ch. 123, leaf 2 rectO; Compiled by Kao Lien a poet 
and playwright of the later part of the Ming d5niasty. About his life and career 
little is Imown ; a short biographical note may be found in the Ming^-tss^u-tsung 
HliHj ch. 4. His Tsun-sheng-pa-chim is an extensive encyclopedical collection, 
chiefly bearing a medical character : it indicates how, by following Taoist rules, 
one may live in good health and attain to a high age. But besides these, a great 
variety of other subjects is treated, special attention being given to dress, food etc. 
Thus this book is an important document for our knowledge of daily life and 
customs during the Ming period. As the title indicates, the work is divided into 
8 sections. For our present subject the 6th section is the most important. It 
bears the title Yen-hsien-chHng-shang * * Refined enjoyment of elegant 

leisure This section discusses all subjects dear to the scholar : paintings and 
how' to collect and preserve them ; inkstones and ink, paper, brushes, brush 
stands, ornamental rocks, seals, etc. It is in this section also that we find a dis- 
cussion of the Lute, entitled Lim’-ch^in p. 70 sq. Here the author gives a 
concise, but faiiiy accurate survey of the study of the Lute. Thereafter we find 
some pages on cranes and how to rear them. 

5. ChHn-^cking ‘ Classical Book of the Lute,’ in 14 ch., by the Lute master 

Chang Ta-ming called Yu-kun First preface by the Ming scholar 

Yeh Hsiang-kao cf. Mmg-shih ch. 240), dated 1609; second preface 

by Liu Ta-jen author’s preface dated 1609. Undated colophon by Cii‘en 

Wu-ch’ang The original, finely executed Ming edition of this valuable 

book is extremely rare ; but occasionally Chinese or Japanese manuscript copies 
may be found. About Chang Ta-ming, who later also published a collection of 
tunes in notation, the Yang-ch'im-fang--chHn-pu little is known except 

that he was a man from Fukien. The Ch'm-cMng is remarkable in that it does 
not contain a single Lute tune in notation. The work is concerned with musical 
theory, rules for the Lute player, how to read the notes on famous old 

tunes and instruments, hints for appraising antique Lutes, how to build Lutes, 
how to select the correct surroundings for playing the Lute, and finally an extensive 
collection of quotations from older literature. 

6. ChHng4ien-fang-chHn-ya ‘ Elegance of the Lute, from the Blue- 

Lotus Boat % in 4 ch.; cf. Imperial Catalogue, ch. 114 leaf 7 verso. A com- 
prehensive collection of literary data concerning the Lute, compiled by Lin Yii- 
lin style: Jen-fufl®; author’s preface dated 1614. Further there 

are two prefaces by Ming painters, the first by Li Shao-chi the second by 

Chou Yli-tu (for biographical notes cf. Ming4itia4u ch. 6 and 4). 

The author says that he wrote this book while traveling by boat through Kiangsu 
Province, hence the title. The book contains valuable material though collect- 
ed without much discrimination ; many of the original sources quoted from are 
either lost now or difficult to obtain. 
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7. ChHn'-hsueh-ts^nng-shu ‘ Collected writings on the study of the Lute’ ; 

first edition (1911) in 32 ch., second enlarged edition in 43 ch. (1925). . 'The 
collected writings of the contemporary Lute expert Yang Tsung-chi 

style : Shili-po lit. name Chiu-i-shan-j^n ytlilllA)- Iti my essay I have 
repeatedly quoted from this work. It is, ,as far as I Itnow, the only real original . 
and thorough study by a modern Chinese on the Lute, and all questions relating 
to it. The author was a teacher of music in a school at Peking. This book is 
the result of the study of a lifetime, by a man who not only was a well Imown 
Lute player himself, but also had excellent opportunities for consulting literary 
and actual materials. Though one may not always agree with the anther’s con- 
clusions, still it is a work that no serious student of the Lute can affort to ignore. 
It is especially important to scholars not living in China or Japan: for here they 
will find data that are unobtainable outside the orient : the author relates his 
discussions with great living Lute masters, his experiences with curio dealers 
when bu3dng antique Lutes, his own attempts at constructing Lutes, etc. A list 
of the various items this collection contains will show its rich contents. 1 . CK in- 
ti ui various studies on Lute music, especially on the tunes ; the 4th section deals 

with old instruments. 2. CKin-hua^%, miscellaneous notes on the Lute. 3. 
Ch'in-pu ^If, a special study on the oldest diin tune preserved, the Yu-lan 
manuscript ; further a study on the tune Liu-shui CUin-hsueh-sui-pi 

ipSillfb stray notes of the author on various subjects connected with the Lute. 
5. CJiin-yil-man-lu same as the preceding. 6. ChHn-diing 

* Mirror of the Lute,’ a collection of well known tunes, transcribed in the special 
notation invented by the author : the chien-tzu are given both in their original 
and their unabbreviated forms ; pitch and measure are accurately indicated. 
These notations should be a great help to every one who tries to learn how to play 
the Lute without a teacher. 7. ChHn-se-ho-pu tunes for Lute and $e 

together, with special discussion of the tuning of the se. 8. CK m-hsiieh-wen-ta 
all kinds of problems regarding the Lute, discussed in dialogue form. 
9. Tiang-cHin-lu a most detailed description of the Lutes in the author’s 

collection. 10. Cliin-se-hsin-pu tunes for Lute and se together. 11. 

ChHn-ching-hsu sequence to item 6. 12. Yu-lan-ho-sh6ng 

a reaction upon the author’s discussion of the Yu-lan tune, by Li Chi 
another contemporary scholar. Besides the items enumerated above, the col- 
lection contains several minor essays on musical theory, the sonorous tubes, etc. 

8. CHin-shu-tinn-mu g , a catalogue raisonne of practically all books on the 

Lute that have been preserved, either in their entirety, or in title only, in 6 ch. 
Published by Chou Ch’ing-yiin a great collector of books and manu- 

scripts, and a friend of Yang Tsung-chi, the author of the preceding item. 
First preface by the famous bibliophile Miao Ch’uan-sun (^^M> 1844-1919), 
dated 1915 second preface by the author, datedY914. Two 

additional ch., entitled Pieh-lu list books about music in general. ^ The 

items are arranged chronologically, and details about the authors and the editions 
are added ; often the prefaces are reprinted in their entirety. See my remarks 
above, ch. Ill, section 1. ^ 

9. ChHn-shih biographies of famous Lute players, in*8 chapters, compiled 
by Chou Ch’ing-yun. First preface by Yang Tsung-chi, undated. Author’s 
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preface dated 1919. The author intended this book as a, supplement to the 
Ch'in-shih of Chu Ch’ang-wen (see above, no. 2). It is a useful source book, 

containing a tremendous number of biographical notes on people who in some way 

.or other were connected with Lute music : we fi.nd famous Lute masters, well 
known lute makers, editors of Lute handbooks, etc. All items are arranged chrono- 
logically, and the sources indicated. The last chapter (kuei^hsui is especially 
devoted to lady Lute players. 

B. SPECIAL 

10. Shen-chi-pi-pu handbook for the Lute, in 3 ch., by the Prince of 

'King personal name Chu Chiian died, 1448). The author’s literary 

name was Cli’u-hsien (Hgfili * Emaciated Immortal,’ i. e. Crane), therefore this 
handbook is also referred to as Author’s preface dated 1425. 

For details about the author, cf. below, appendix III : The Lute as an anti- 
que, where also a list is given of the books published by this Prince. This 
is the oldest printed cKin-pii preserved, but unfortunately extremely rare. The 
only Chinese catalogue in which it is mentioned, is that of the famous Ming 
library T’ien-i-ko ; but various kinds of disasters have ravaged this library, 
and a recent study on the books that are left does not mention this valuable item 
(cf. Tien4-ko-ts'ang-shu-Uao modern bibliographer Ch’eii 

Teng-yuan Shanghai 1932). The Library of the Cabinet (Naikaku-buiiko 

Tokyo has a fine first edition, and I possess a beautifully executed ma- 
nuscript copy. This handbook is a magnificent example of Ming printing : 
three large sized volumes, printed in big characters on good paper. It was famous 
during the Ming period already. Kao Lien (op. cit., Yen^men'-ch'ing-shang^ 
p. 78) says The people of our day think the handbook Shen-chi-pi-pu by 
the Prince of Ning the best. But one should try to obtain the first, large-sized 
edition. The author had the text carefully collated and revised, so that every 
dot and every stroke is correct. This is a good handbook, which should be treasur- 
ed. The later editions are not worth being looked at.” 

The only objec- 
tion to this handbook is that the author has not been consequent in his system of 
notation, and that the chien-tzu therefore have become unnecessarily complicated. 
One gets the impression that the compiler purposely made the notation obscure, 
so that only expert players could use it. He was very particular about a strict 
observation of the rules for the Lute player : in his preface he says that properly 
only high officials should be allowed to occupy themselves with the Lute. 

11. Pii’-hsu-fang-cKin-'pu^^M^^^^, another early Ming handbook, in 9 ch.; 

compiled by Ku I-chiang HIeII* First preface by Sun Cli’eng-^n (M^S> cf. 
Ming-shih-tsimg ch. 34), dated 1551 ; second preface by Wang T’ing Xlis 

undated; third preface by Ch’en Chung-chou dated 1556. Ch’en Chuiig- 

cliou did not sign his preface: he only added the imprint of a seal with his literary 
name Kang-i-tzfi There is a colophon by Wang Ying-ch^n cf. 

Ming-shih-tsimg, ch. 50), dated 1556. This handbook, too, is a fine specimen of 
Ming printing. Though rare, it is sometimes found in Chinese catalogues. Its 
contents are remarkable because of their originality : a great number of well known 
tunes are given, but all were revised by the compiler, who considerably imprcn ed 
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their musical value. The book bears an outspoken Taoist character. , 

12. Ch'in-pti-ho-pi^ta-cUuan not divide4 into ch., compiler Yang 

Piao-cheng gglE; first preface anonymous, .and undated ; second preface by 
Liu Yti gill®, dated 1573. Imperial Catalogue, ch. 114 leaf 7 verso. The two 
preceding items were examples of handbooks edited by scholars of high culture ; ^ 
this one was published by a literatus of very low scholarly standing. The tunes 
are given in a kind of simplified version, and all — as indicated by ho-pi in the 
title — are accompanied by words. This text of the songs must be of the editor*s 
own making, for it is written in a queer mixture of literary language and colloquial. 
The text is interspersed with refrains like ya-ya, auya, such as are used only in 
Chinese popular music. Yet this handbook seems to have been very much in 
use ; it w-as printed in an extraordinarily great number of copies, so that even 
now it can easily be bought. It saw a second edition, which can be distinguished 
from the first by the fact that in the second one the picture after the prefaces 


(representing the author playing the Lute) is missing. 

13. Tai-ku4-yin in ch., compiled by YangLunC®-®, lit. iiameTung-an 

cf. Imperial Catalogue, ch. 114, leaf 8 recto. Preface by Li Wen-fang 
colophon by Lii Lan-ku both imdated. A good Ming handbook, 

much better edited than the preceding item. The Imperial Catalogue is much 
incensed at the fact that on the picture in the first volume the author is shown to- 
gether with Chung Tzu-ch’i the famous Lute player of antiquity 

The arrogance of this picture seems to have been recog- 
nized already at an early date, for most copies which I have seen were printed 
from a revised block, where the image of Chung Tzu-ch’i has been deleted from 
the unorthodox picture. To this handbook there is usually added a supplement 
by the same author, entitled to this Yli Yen ikS added 

a preface, dated 1609. tj •• 

14. Wu-chih-diai-ch’in-pu in 8 ch., by the famous Lute master Hsh 

Ch’i 1^5^. First preface dated 1724, second, by Huang ChSn dated 1722, 
third, by Hsii Chun #,(1, undated; fourth, by Chou Lu-fing dated 1721. 

This may be said to be the most popular handbook in existence. Printed in a 
large number of copies, it is nowadays easily obtainable at bookshops in China 
and Japan. The introductory chapters are very rich in contents, giving general 
information on the Lute and its history, and an outline of ideology. It con- 
tains no new tunes, but all have been revised by Master Hsh Ch’i, and the tunes 
are recorded by his son (Hsu Chtin, the writer of the third preface) and two of 
his pupils (the writers of the second and fourth prefaces), in the way the master 
used to play The tunes are recorded very carefully, with many additional 

indications regarding tempo, expression, etc. The scholarly standard of the book 
is not high : the style of the introductory parts is not very polished, and shows 
many misprints. But this does not detract form the musical value of the tunes. 
From a musical point of view, this handbook is the best of those published during 

the Ch’ing period. - 

15. Tzu-yiian-fang-ckHn-pu 12 ch., by Wu Hung ^ • 

Shih-po ftrffi). First preface by Li Thng-ching second by Chang ^ un- 

j6n mmtZ, third by Ch’iao Chung-wu all dated 1802. Wu Hung continued 

the tradition of Hsii Ch’i (see the preceding item). The three people who wrote 
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the prefaces were, his pupils, who published the tunes as played by Master Wii 
Hung. This handbook is typical for the cMin-pu of the Ch’ing period : in the 
introductory chapters not a word is said about the ideology of the Lute. Instead 
we find lengthy discussions on musical theory ; for these, as the preface says, Chang 
Tun-jeii, who was a great mathematician, was responsible. Ch. 12 gives a num- 
ber of tunes with the words added to the notation ; this part was edited by Li 
T’ing-ching. A curious feature is that the title page bears the date 1801, while 
the prefaces are dated one year later. 

16. Ch^un^t£ao-fang--chHn^pu in 6 ch., by Ts’ao Shang-chiung 

S, style : Ping-wen preface by Yen P'ei-nieii undated ; au- 

thor’s preface ' dated 1744. Coeditors were Su Ching and Tai Yiian Hflg. 
This book gives various well known tunes in comparatively simple versions. 
The editing is very carefully done. With the Wii'-chih-chai handbook, this 
ch'in-pu is much recommended by present-day Lute masters. In 1864 it was re- 
published by the Lute master Chu Tung-chiin 

17. T^im--wen’-ko-ck’m^pu-chi'-ch*eng in 16 ch., published by 

T’ang I-ming 1876. Author’s preface, with the same date. This hand- 

book, as indicated by the title, is a collection of reprints from other handbooks. 
Well known tunes are given in often as many as five or six different versions. Many 
of the good chHn-pu being very rare, it was the compiler’s intention to put their 
contents at the disposal of Lute students in a convenient fonn. The introductory 
chapters (which fill 4 volumes) are also compiled from other handbooks. This 
collection is very handy for quick reference. It is to be regretted, however, that 
the publisher confined himself to simply reprinting the various tunes, in exactly 
the same form as he found them (the sources being indicated in the lower part of 
the outer margin) : thus there is no unity in the notation of the tunes. This 
inconsistency in the use of various chimt-tzu will confuse the beginner. It ivould 
have been much better, if the publisher had transcribed all tunes in a uniform 
system. Some of his own compositions are inserted among the others ; these 
are distinguished by the literary name of the compiler, Simg-^ksien being 
printed in the lower outer margin. Still it is a useful book because of its varied 
contents. It is particularly recommended to such students as do not have a 
large collection of handbooks at their disposal. 

18. ChHn'‘]isueh-‘ju-men in 2 ch., by the Lute master Chang Ho §i||; 

author’s preface dated 1864. Reprinted several times, in various forms. This 
is the most elementary handbook for the Lute player, recommended by present- 
day Lute masters as the best introduction to the subject. The finger technique 
s explained clearly, the tunes are few, but each is fully annotated, and accompanied 
by a simpler score {kung-cliHk system). Any one desiring to study the Lute 
would, do well to start with working through this handbook. 


APPENDIX III 

THE LUTE AS AN ANTIQUE 

The greater part of the articles which surround the Chinese scholar 
in his library not only serve as decorations, but are also at the same . time 
objects of appreciative study. 

A bronze sacrificial vessel of the Han dynasty placed on a carved 
ebony stand, enhances by its delicate outlines and intriguing patina the 
antique atmosphere of the library, while the archaic inscriptions inside 
its cover also furnish the happy owner with material for writing a learned 
treatise discussing its date and provenance ; a coiled dragon of transpa- 
rent jade lying on the desk serves the double purpose of holding a wet 
writing brush, and of providing the scholar and his friends with a topic 
for discussion on the use jade was put to by the ancients. 

It is this tendency to appreciate antiques not only as works of art, 
but at the same time as objects for discussion and investigation, that con- 
fers upon the old-fashioned Chinese scholar a distinctly humanistic 
touch. The type of the Chinese literatus curiously resembles that of 
the ' classical scholar of medieval Europe. Just as the old humanist of 
Europe loved to surround himself with marble busts and bronze statues, 
while caressing their exquisite shapes, at the same time attempting to 
decide their date and determine their style ; or, of a quiet evening, 
enjoyed unrolling on his heavy desk old palimpsests, while appreciating 
the powerful writing penned on the gteenish parchment, simultaneously 
trying to detect errors made by the copyists, and looking for variae lec- 
tiones : so a Chinese scholar, while lovingly handling his treasures, will 
ponder over the correct interpretation of their inscriptions, and, dwelling 
in thought in bygone times, grope for an understanding of the significance 
the object had at the time when it was made. 

To appreciate beauty in a scholarly way is termed in Chinese wan 
This verb pressupposes as its subject a man of scholarly tastes. ‘En- 
joying the moon ’ wan-yiieh is but a very unsatisfactory transla- 
tion. Any ordinary person with an innate feeling for beauty may derive 
enjoyment from gazing at the full autumn moon. But it is only the cul- 
tured scholar who is able, when seeing this same moon, to remember 
some lines by a celebrated poet, to revisualize a painting by some famous 
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artist, and by thus testing his own sensations by those of kindred spirits, 
experience that exalted joy that comes only from a full intellectual realiza- 
tion of the emotions of the heart. Nothing less than this, and probably 
more, is implied in the term wan , . , 

This somewhat lengthy digression was necessary : without this 
preliminary understanding it would be difficult to interpret correctly one 
of the many aspects of that most accomplished of ail Chinese musical 
instruments :■ the Lute. For the Lute, next to being a musical instrument, 
is also a favourite object for antiquarian appreciation. 

As I have already pointed out above, the Lute, though it is one of 
the regular paraphernalia of the Chinese scholar, is rarely played. Not 
because its music is irrelevant : on the contrary, it represents in the opi- 
nion of many, the apex of Chinese music, quite unsurpassed in China's 
long history. But to play the Lute expertly presupposes a study of years, 
and a competent master ; and few scholars have the leisure and inclina- 
tion to devote so much time to this art, and good teachers are compara- 
tively rare. Therefore, while the enjoyment of playing the Lute is re- 
served for a small circle of the happy few, appreciation of the Lute as an 
antique lies within the reach of every scholar. It is this aspect of the Lute 
that I propose to treat here. 

:{: 5tJ 

When a scholar is lucky enough to obtain an ancient Lute bearing 
inscriptions by the hand of some famous literatus of old, it is an event in 
his life, and often he will change the name of his library to commemorate 
the auspicious day. Thus Hsiang Yiian-pien Wtff, one of the greatest 
connoisseurs and bibliophiles of the end of the Ming period, changed the 
name of his studio into T’ien-lai Hall after he had acquired a Lute 

called ‘ Harmony of the Spheres ’ T’ien-lai This instrumeni had 

belonged to Sun T6ng (JiS, style Kung-ho a famous Lute master 
of the third century A. D. Cf. the rubbing of the bottom-board of this 
Lute, reproduced on ill. L 

The predilection of the Chinese scholar for the romantic and the 
fanciful found expression also in the Lute. From time to time 'iron (see 
below), earthenware (cf, China Journal, VoL XI, 5 : J. C. Ferguson, A 
ceramic Lute of the Sung dynasty), znAjade (cf. numerous references in 
Chinese literature to yii-ch’in ^^) Lutes make their appearance. Such 
Lutes are useless as musical instruments, but they are highly valued as 
antiques. Scholars covered them with appreciative essays, lauding the 
inner significance of the Lute and expanding themselves upon the prin- 
ciples of Lute ideology. Illustration II shows a rubbing taken from an 
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iron Lute said to have been made by Sun T6ng (see above). It came 
originally from the collection of Hsiang Yiian-pien, but during the Chhng 
period eminent scholars like Juan Yiian 1764"1849)5 Liang Chang- 
chii 1775-1849) and Chang Ting-chi (MSS, 1768-1848) added 

appreciative inscriptions. 

Such Lutes, however, are exceptions. As a rule the antique Lutes 
are made of wood ; if they are still in fit condition to be played, this en- 
hances their value. An antique Lute should not be a mere curiosity : 
its strings should be sounded, to revive the forgotten . melodies of olden 
times. 

iit 4s ■ ^ 

For judging an ancient Lute there exist two main criteria : first, 
the condition of its lacquer, second, the inscriptions it bears. 

Before discussing these points in more detail, a few words about 
the building of Lutes are necessary. 

The body of the Lute, which functions as a sounding-box, consists 
of two wooden boards, superimposed one upon the other. The upper 
board, made of t’ung wood fi, is concave, while the lower one, made of 
tzu wood 1$ is flat. On the inner side these boards are chiseled out, so 
that when fitted together they form a sort of oblong box. This box may 
have various models. Most common is the so-called Chung-ni model 
shown in illustration XIII ; but many other models exist, varying 
from a simple straight box {cMng-ho-shih IE 1 & 5 S:) to models showing milled 
edges {lo-hsia-shih (or the shape of a banana leaf {chiao-yeh-shih 

the lower board two openings are cut out, which serve to 
transmit the sound ; they may be compared with the two S-shaped sound 
holes of a violin, which also serve to increase the acoustic power of the 
instrument. It would seem that apart from minor differences the con- 
struction of the Lute has remained the same since the Han period. 

There are special handbooks for the Lute player, the so-called ch’in- 
pu which generally give more or less detailed instructions as to how 
Lutes should be built. The most extensive of them is the Yu-kii-chai- 
ch’in-pu published in 1855 by a well-known Lute master from 

Chekiang province, Chu Feng-chieh (lE&t, literary name T’ung-chun 
This book does not contain any Lute tunes, but is concerned 
solely with elaborate directions regarding the Lute in general. The 
author not only gives his own opinions, but also often quotes from reliable 
older sources : for the following observations I have therefore, unless 
stated otherwise, relied upon this source. 

Just as with the masterpieces of Antonio Stradivari, so also with 
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ancient Lutes the sonorousness depends upon the quality of the wood 
used, and especially on that of the varnish with which it is covered. As 
regards the wood, thing and tzu are preferably chosen, but also other kinds 
of wood may be used r the most important thing is to see that the niatc- 
rial used be old and entirely dry. Dry, decaying pillars from mined 
temples, and even boards from excavated coffins are highly recommended. 
Fanciful associations also play a role : one should try to find a mouldering 
pinetree overhanging a bubbling mountain stream, or a weather-beaten 
cedar in a secluded vale. 

The two boards having been hewn and chiseled into the proper 
shape (see illustration III and IV), they are luted together with a special 
kind of glue, the main material of which is isinglass. The boards touch 
each other round the whole circumference, and they are further held to- 
gether by two studs, one called the Heaven Pillar f ien-chu located 

right above the Dragon Pond, and the other called Earth Pillar ti-chu 
to be found under the Dragon Pond. The former is round, the latter 
square, in accordance with the ancient Chinese belief that Heaven is 
round and Earth square. 

Thereafter follows the most important phase of the building process : 
covering this sounding-box with a coat of varnish. As the word varnish 
suggests a rather thin coat, it is a misnomer in this connection : cement 
would be a more suitable term, as the thickness of this coat varies from 
3 to S mm^\ Its constitution resembles that of old Chinese lacquer in 
general ; cf. the directions for making lacquer as given by T’ao Tsuiig-i 
in his Cho-keng4u original preface dated 1366 ; 

edition ch. 30, section Hsiu-ch’i and for a more detailed descrip- 
tion, the Ming treatise Hsiii-chhh4u by Huang Ch’eng jijvc (an 

old manuscript preserved in Japan, published in 1928 at Tokyo by the 
Tokyo-bijutsu-gakko-koyukai ; original preface dated 

1625, preface by the modern Chinese editor of the text, Chu Chh-chhen 
dated 1927. There also exists a Chinese reprint in folio of this 


1) A curious paralel is found in the varnish used for covering old Arabian a.nd 
Persian Lutes, especially the ruhdb ; cf. H. G. Farmer, The structure of the Arabian and 
Persian Lute in the Middle Ages (Journal of the Royal Asiatic Society of Great Britain 
and Ireland, Jan. 1939, p. 49). There the work Kanz-^aUtuhaJ is quoted : ‘ Some people 
powder glass and mix it with glue, which is then poured on the sound-chest in order that 
the tone of the instrument may be increased’. Farmer points out that in England in 1 S3 7 
a same device was discovered by J. F. Grosjean, a harp-maker of London ; he said 
about his discovery : * My improvement consists in applying vitrified or crystallized 
matters to sounding boards . . . Powdered glass ground very^ fine is sifted evenly over 
the sounding board, which has previously been^ warmed and coated with cement.’ 
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edition by Chu Ch’i-ch’ien ; the texts are exactly the same, except 
for the ommission of the Japanese reading-marks, and a few marginal 
notes). There are, however, some important differences, as for instance 
that while applying the Lute cement no layer of cloth is added. The 
CVin-ching^l^, a handbook for the study of the Lute written by a famous 
Lute connoisseur of the Ming period (cf. Appendix II, no. 5), and pub- 
lished in 1609, gives the following directions as to how this cement should 
be made : ‘ Ashes from deer horns are the best material, but ashes from 
cow horns may also be used. One obtains the best results when these 
ashes are mixed with copper filings (other sources recommend gold or 
silver filings, and also powdered earthenware shards. TransL). When 
applied for the first time (it is implied that the mixture is diluted with 
thin glue. Transl.), the mixture is thin, and shows a rough surface. 
When it has dried, it should be polished with a rough stone. Applied 
as second coating, the mixture is thicker and more even ; after it has be- 
come dry, it is polished with water. Polish two times with water, and 
three times with oil. WTen applied for the third coating, the mixture 
should be of fine consistency ’ (ch. 7; 

sfeii'i'i;?!?, mmykm, =:X7S<m, 

This process is repeated until a perfectly smooth 
and even surface is obtained. When this is well dried, one proceeds to 
apply the last coat of lacquer, called, just as in the ordinary lacquer pro- 
cess tsao-chH gsig, consisting of several layers of varnish. The colour 
of this varnish differs considerably : a deep black is most common, but 
also red, greenish, spotted or marbled varieties are used. 

In course of time this coat develops tiny cracks, the so-called tiian- 
wen ‘ burst patterns It is by observing the shape of these cracks 
that connoisseurs determine the age of a Lute. 

On this the Ck‘in-ching quoted above has the following to say : 
‘ The age of a Lute is proved by the tuan-w'6n. If a Lute is less than 
500 years old, it will not show cracks : the older it is, the more cracks it 
shows. There are many varieties of tuan-w’en : the so-called Serpent 
Belly cracks (she-fu gjll, also written Jig®), nrn transversely over the 
upper board of the Lute, one or two inches apart from each other, in 
e^■en segments, giving the Lute the appearance of the belly of a serpent. 
There are also very fine cracks, called Cow Hair {niu-mab 
resembling hundreds and thousands of hairs ; they generally appear 
on both sides of the Lute, but they do not show near the Yo-shan 
(i.e. the high bridge on right) : sometimes they may also be found on 
the upper side of the instrument and on the bottom board. Further 
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there are , Plum Blossom, cracks {mei-hua : these show a pattern 
resembling the petals of a plum blossom. Cracks of this shape will not 
appear if the Lute is not . over a thousand years old. Of all lacquered 
implements, only the Lute shows tuan-wen. The reason is that in most 
cases of lacquer work as a rule cloth is first applied, while with the Lute 
this is omitted. Another reason is that other lacquer implements are left 
standing or lying about freely, while the Lute day and night bears the 
strain of the strings. Further after many years the wood of a Lute 
shrinks, and becomes loosened from the coat of cement, which then 
cracks. When one tries to polish away these cracks, or even when one 
tries to cover them with a new coat of shining varnish, this only serves 
to make them appear more clearly. The genuine tuan-wen are clear cut 
like the edge of a sword, and can be distinguished thereby from the false 
ones’ (ch. 6 : miilSrl:#, 

mWh mmny mmrmy tm, 

TEii , mw^y m 

mfffjWBrmmjfmy xMAmmmfmmm'^mMy Kmmm, 

BMy Next to the three kinds of tuan-wen men- 

tioned above, some sources mention also ‘Cracked Ice bursts’ ping4ieh-- 
wen which seem to appear about at the same time as the Plum 

blossom cracks. 

Observations in Other handbooks are identical with the above. It 
should be noted, however, that opinions differ as to the exact number of 
years necessary to produce the various kinds of tuan-w6n. The 
ku-chai-'chHn-pu quoted above gives considerably lower figures than the 
CUin-diing : 70 to 80 years for the Cow Hairs, 100 for the Serpent Belly, 
and 200 to 3000 for the Plum Blossoms. The truth appears to be nearer 
to the first of these two estimates. 

s,. The handbooks warn especially against false tuan-w^en : they may be 
made artificially by alternately exposing the instrument to cold and heat, 
and by other tricks. But their genuineness or non-genuineness can be 
immediately detected : genuine tuan-wen do not break the smoothness 
of the surface of the Lute. If so they would interfere with the music, 
for while playing the Lute the fingers of the left hand often press down a 
string on the board, and rub it softly to produce various kinds of vibrato. 
If the surface is not perfectly smooth, the string will rattle. Or, in the 
words of the Ming connoisseur Kao Lien : If one runs one’s fingers 
over artificial tuan-wSn, they will be felt ; but genuine cracks, although 
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they are clearly seen, can never be felt" (Tsun-^Mng-pa-cMen, cf. app. 
II, No. 4, chapter XV, p. 75 : 

: As: regards' the inscriptions of a 'Lute, these may be divided into 
two categories : those inside the sounding box {ch'th-nei and those 
on the bottom board {ti-ming jgig). 

Those inside the Lute are written or engraved on the inner side of 
the upper board, at a time when the two boards have not yet been fitted 
together. The characters are written in two columns, opposite the 
Dragon Pond, but well to the. right and left, so that when the Lute is 
finished, they are barely visible when looking obliquely through the 
Dragon Pond. Thus these inscriptions can only be written either when 
the Lute is made, or when it has been taken apart for a second time, and 
entirely rebuilt. They therefore furnish the observer with dependable 
material for fixing the date of the instrument. These inscriptions mostly 
state the date, and the name of the builder or rebuilder. A well-known 
Lute, preserved at Peking, bears, for instance, the following inscription. 
Opposite the Dragon Pond, on the right : ' Rebuilt in 1636, by Chang 
Jung-hsiu from Kiangsu" ; and on the left : ‘Rehewn by the recluse of 
the Chiu-i mountain " XmUlAWM- According to 

connoisseurs this instrument dates from the Sung period (960-1279). 
In the Ming period (1368-1644) its cement was so damaged, that Chang 
Jung-hsiu found it necessary to take it apart and rebuild it. Then, in 
recent times (‘Recluse of the Chiu-i mountain’ is one of the literary iiames 
of a contemporary Lute master Yang Tsung-chi, see below) it was again 
rebuilt, and this fact duly recorded. 

While inscriptions inside a Lute are usually written in ordinary 
characters, for the outside elegant and tasteful effects are aimed at. Here 
the scholar has every opportunity for displaying his refined taste and 
cultured penmanship. As a rule only the bottom board of a Lute is 
used for inscriptions, it being considered bad taste for the inscriptions 
to show when the Lute is lying on the table while being played. 

First the inscriptions are written on the board with an ordinary 
writing brush, with very thick ink, usually red. When dried, the 
characters are cut out in the lacquer with a set of fine chisels, the 
same as used for engraving seals. The depth of the characters is left to 
individual taste: some like to engrave them deeply, going right through 
the coat till the wood is reached {shen-k^o others prefer to cut away 
only the uppermost layers of the coat {chHen-Uo Jl^ij). The carving should 
be done with considerable care, as the varnish easily bursts off, and the 
cement underneath is very brittle, and has a tendency to come off in 
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irregular lumps. Clever engravers, however, often utilize these peculia- 
rities of the material for obtaining original effects : they choose archaic 
styles of writing, in which rough and irregular outlines are inherent. 
When the varnish crumbles off, the irregular contours obtained will lend 
the inscription an appearance of ‘antique rusticity‘ {ku-cho ■S'ffil), an 
effect much appreciated by connoisseurs (cf. ill. V). 

When the characters have been cut out, they are filled up with white, 
red, or green paint, sometimes also with gold lacquer. But the latter 
process is considered too ostentatious to be in good taste. 

The simplest type of Lute inscription is merely the name of the in- 
strument, usually engraved above the Dragon Pond. Handbooks of the 
Lute give lists of various special names of Lutes, mostly borrowed from 
Lute ideology ; I refer to p. 101 above* 

Further the whole bottom board of the Lute is at the disposition of 
the amateur for engraving further inscriptions : lines of poetry, appre- 
ciative essays, classical quotations, impressions of seals, etc. Even the 
bottom of the two knobs for fastening the strings may be engraved with 
a seal or a few characters. 

It goes without saying that these inscriptions furnish the connoisseur 
with abundant materials for exercising his discriminative powers : he 
must decide whether the dates tally, whether the contents of an inscrip- 
tion conform to the scholarly standards of the alleged writer, whether 
the style of the writing corresponds with that of other calligraphic spe- 
cimens of the man who is asserted to have written the inscription, etc. 
But the appreciation of old Lutes necessitates much discretion and ex- 
perience : numerous snares and pitfalls await the unwary outsider. If 
the cement of an antique Lute has been damaged badly, its owner will 
peel off the old coat, except those patches where the inscriptions are en- 
graved : thereafter he covers the Lute with a new coating, of the same 
colour as the old one. Then the bewildered observer sees a Lute with 
all the marks of a genuine antique specimen, but with a brand new coat of 
lacquer. Again, a Lute amateur, having obtained a fine old specimen 
bearing no inscriptions, will decide that it resembles a Lute celebrated 
by some famous old writer. To enhance its beauty he composes an in- 
scription for this Lute ; then, glancing through rubbings of autographs of 
the said famous man of old till he has collected from various passages 
all the characters he needs for his inscription, he copies them out on the 
Lute. This method, known as chi-tzu though admittedly running 
counter to artistic principles, when expertly applied, often produces re- 
markable results. Yang Tsung-chi (see below) in his Tsmg-chHn-lu 
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states several times openly that he added in this way inscriptions to: some 
Lutes in his. collection. The owner' only means to make in this way an 
instrument more interesting for himself, but if the Lute changes hands, 
the danger exists that some unscrupulous dealer will try to pass off such 
an instrument as genuine. 

A scholar without any real Lutes at his disposal may still make stu- 
dies in this field, for there exist numerous rubbings {fa-pen taken 
from ancient instruments, which clearly show their shapes and inscriptions. 
Generally these rubbings only show the bottom board, but sometimes 
also copies of the other sides are added. Such rubbings may be traced 
again, and then a so-called shuang-kou-pen is obtained (cf. Th. F. 
Carter, The invention of printing in China^ New York 1931, p. 12, and my 
book : Mi Fti on Inkstones, Peking 1938, p. 6 sq.) 

After these preliminary remarks I shall discuss three antique Lutes ; 
the first and the last on the basis of photos of the originals, the second on 
the basis of a traced copy of the bottom board. 

Those interested in further discussions of antique Lutes I may refer 
to the Ts' ang-chHn-lu MWMh where Yang Tsung-chi a Lute master 

of Peking who died about ten years ago, gives detailed descriptions of 53 
Lutes in his collection. The book is to be found in the Chhn-hsueh- 
ts^ung-shu, being Yang Tsung-chi’s complete works ; cf. Appendix II, 
no. 7; 

;!« ^ 

The first Lute to be discussed here, which is probably the oldest in 
the world, is preserved in Japan, in the Imperial Repository at Nara. 

This Repository, the Shosoin was built in 752, as the chief 

treasurehouse of the Todaiji, the famous old temple. A great number 
of objects used in the Imperial Family were in 756 deposited here, as 
votive gifts to the chief deity of the temple, the Buddha Vairocana. A 
propitious fate has spared this Repository from the calamities of nature 
and other vicissitudes, so that up to this day the collection may be seen in 
practically the same condition as it was more than 1200 years ago, A- 
mong these treasures this Lute is to be found. 

Notwithstanding its considerable age, this instrument has been pre- 
^^served in excellent condition. Although the strings are gone, its body 
is still intact, and when newly strung it can doubtless still be played. It 
was placed in the collection in 817 (the 8th year of K5nin ; cf. Shosoin- 
gomotsu-danawake-mokuroku No. 99). Having been 

left undisturbed for such a long period, this Lute constitutes a unique 
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object for the study of the Lute in' general. Japanese scholars have 
carefully described the Shosdin collection, and this Lute has received due 
attention (cf. the magnificent Catalogue of the Imperial Treasures in the 
Shosoin, edited by J. Harada, Vol. 11 ; also A glimpse of Japanese Ideals y 
Tokyo 1937, by the same author, p. 120 sq.). But as the investigators 
were not sufficiently conversant with the study of the Lute to be in a 
position to recognize all the remarkable features of this instrument, and 
to settle satisfactorily the various problems it calls forth, I may be allowed 
here to discuss this Lute at some length. 

This Lute is in the first place remarkable because of its decoration, 
which is entirely different from all antique Lutes which I had occasion to 
examine. 

While antique Lutes, as a rule, show no other decoration than their 
inscriptions, this instrument is covered on all sides with intricate designs 
in inlaid gold and silver. 

The upper board (see illustration VI) shows at the top a picture, en- 
closed by a lozenge-pattern border, all of inlaid gold (see illustration 
VII). In its centre a man is sitting beneath a blossoming tree ; leisurely 
reclining against an elbow-rest, he is playing a mandolin-like instrunient, 
which by its round body with the broad band over it, may be identified 
as 2 . chIn-pH-p' a SIMS, a forerunner of the Japanese toa. Before this 
figure a repast is laid out on a mat, while on his right an ewer is standing. 
In front of this central figure one sees two others, sitting on panther-hides: 
the left plays the Lute on his knees, while on his left side a low table with 
some book-rolls on it may be discerned. The figure on the right leans 
with his left arm on a wine-jar, while with his right hand he lifts a horn- 
shaped wine-cup to his lips. In front of these three figures a peacock 
is dancing, the remaining space being filled with trees, plants, rocks and 
birds. On the right and left upper corner there is depicted an immortal, 
riding on a Phoenix and bearing a standard, surrounded with a stylised 
cloud. Two similar genii are to be seen above the enclosure. 

Under this enclosure a similar scene appears ; here the centre is 
again occupied by a blossoming tree, round which a creeper twines : 
a bird is perched on its top. To the left one sees a man playing the Lute 
on his knees, a wine jar with a spoon in it standing on his left. , The figure 
on the right is lifting a cup to his lips, and a wine jar of diflFerent shape 
is standing by his side. In front of these two figures a pond is seen, 
with crabs, snakes and other water animals appearing in its waves. The 
waters of this pond cover the whole surface of the Lute, running down- 
wards right to the end. Its banks run along the two sides of the Lute, 
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and show six human figures similar to those described above, three on 
either side, ; they are sitting among flowering bushes and flying and rest- 
ing birds. The two figures, the wave designs and. the thirteen studs 
are of inlaid gold, the other designs are of silver. 

Turning now to the bottom board (see illustration VIII) we find 
at the top again an enclosure, containing a poem of eight lines, four char- 
acters each, and arranged in four columns. This inscription, like the 
rest of the decoration of the bottom board, is in inlaid silver. It runs : . 
MfW (i.e. m) ' 

(i.e. '^), meaning: ‘The significance of the Lute is to purify 
evil thoughts by its tones. Even if one’s nature is good, it shall still 
be deeply influenced (by the music of the Lute). It preserves the accom- 
plished music, an drives away the lewd songs of Cheng (the odes of 
Cheng and Wei It? book VII and IX of the Shih-ching being ancient 
love songs, in Chinese literature are constantly used to denote lewd and 
vulgar music), restraining flightiness and extravagance. Its music is 
elevating, harmonious and correct. It brings enjoyment without being 
licentious’. This is a poem composed to be engraved on a Lute (ch‘in- 
ming ^i^) by Li Yu a noted poet of the second century a.d. The 
inscription is quoted in full in a handbook for the Lute of the Ming period 
{ChHng4ien-‘fang-chHn-ya preface dated 1614, ch. 4), and in 

part in the huge collection of poetic reference, the P'ei-wen-yiin-fu 
s.v. ching-hsing jE®. 

As further decoration the Dragon Pond is flanked on each side by 
a running dragon, which is intended as a reference to the name of this 
aperture. Similarly the Phoenix Pool is flanked by two Phoenixes, sit- 
ting on a flowering plant. Above and below the two holes there appears 
a flowermotif, and above the inscription on top stylised rocks are seen. 
I would especially draw attention to the tuan-wen of the type called in 
Lute terminology ping4ieh, ‘cracked ice‘ (see above), which appear 
round the inscription, and round the Phoenix Pool. 

The sides of the Lute are decorated with motifs of fabulous animals 
and flowers (see illustration IX). 

Inside the Dragon Pond there is an inscription, unfortunately only 
partly legible, • which runs: The missing 

character in the first line is easily supplemented : it could hardly be any- 
thing else than giving the meaning : ‘ The Lute of clear tones has 
been made oh !, brilliant like sun and moon ^ As for the second part 
of the other line, however, I would not venture to reconstruct it. Inside 
the Phoenix Pool is written ; ‘ Made in the third month of 
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the year 2 -te’V. As no definite period is indicated, it is impossible to 
say with absolute certainty for which year these two characters of the 
sexagenary cycle stand. J. Harada {Catalogue, English notes ,011 plates 
in VoL II) proposes 795 a.d., this being the nearest year i-hai preceding 
that in which the instrument is recorded as having been put in the 
collection (817). Thus this date is quite arbitrarily chosen. Below I 
shall try to establish the probable date of this Lute on sounder evidence. 

For appreciating this Lute the first question which must be consi- 
dered — a question which has been passed over in silence by Harada and 
other students — is whether this instrument was made in China or in 
Japan. I have come to the conclusion that it was made in China, for the 
following reasons. In the first place the study of the Chinese Lute was 
introduced into Japan at a fairly late date, i.e. in the middle of the 17th 
century, with the coming of the Chinese priest Hsin-yiieh (L'*®? J^P* 
Shin-etsu : for more details about his personality and the role he played 
in Japanese cultural life, cf. Appendix IV). This Lute in the Shosoin, 
and some other old specimens dating from the T'ang period preserved 
in Japan, were doubtless brought over from China not to be actually 
played, but as curiosities, carefully preserved because the Japanese 
envoys noticed that in China this instrument was a revered symbol 
of culture (for a more detailed argument regarding this question cf. Ap- 
pendix IV). That there lived at the Japanese Court someone who was so 
deeply initiated in the study of the Lute that he could build an instrument 
like this is highly improbable. 

Secondly I would point out that the lacquer of Japanese made Lutes 
—such as those which were built later by the Japanese disciples of Hsin- 
yiieh — is of an entirely different constitution from that of Chinese Lutes : 
doubtless with a view to different climatic conditions, other substances 
were used in making this lacquer, which produces no tuan-wen. None 
of the many old Japanese made Lutes which I had occasion to examine 
show these typical cracks. Now the Lute under discussion does show 
tuan-w6n, and, as observed above, tuan-wen of a clearly pronounced 
Chinese type. 

Thirdly the technique of inlaid work used in the decoration is called 
in the 8th century inventory of the Shosoin hyomon ‘ pattern 
According to Harada this instrument is the sole example of this peculiar 
technique (A Glimpe of Japanese Ideals, p. 120). In China however, 
this technique was applied for decorating Lutes as early as the Han period, 
when it was cdlltd yin-chi BJB (see below, the quotation from the Hsi- 
ching-tsa-chi), so that this fact also tends to show that this Lute was made 
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in China, for else we could hardly expect that for the lacquer a technique 
would have been used which was unknown in Japan. 

. Having shown that this Lute was made in China, I shall next try to 
arrive at an opinion regarding its age. 

In the first part of this article I said that since the beginning of our 
era the Lute has undergone practically no changes. But allowance must 
be made for the fact that literary evidence points to Lutes prior to the 
T'ang period having been adorned with various kinds of inlaid work; later 
they were left severely undecorated, their charm consisting in the tone of 
the lacquer, the tuan-wen, and the inscriptions engraved on it. This 
change must in my opinion be ascribed to two reasons, first, the technique 
of playing, and second, artistic considerations. The finger technique 
of the Lute in course of time grew more and more involved. To execute 
the delicate movements of the left hand, a perfectly smooth an even sur- 
face is necessary. Richly inlaid Lutes, no matter of how good the work- 
manship, are liable, in course of time, to show slight depressions and 
protuberances, which entirely spoil the tone of a string pressed down on 
those spots. As to artistic considerations, I may observe that during the 
T'ang dynasty, when the gorgeous art of India and Central Asia was 
flourishing in China, there is noticeable a tendency to return to more 
austere styles, an inclination to return to purely Chinese classical models. 
This tendency implies a preference for simple and natural beauty rather 
than artificial effects, for the invisible rather than the obvious. Later, 
during the Sung period (960-1279), this artistic current reached its sum- 
mit in the paintings of the so-called Southern School. 

Thus all Lutes of the T’ang dynasty that have been preserved show 
no decorations. And when a scholar of the Sung dynasty, Ho Yuan {MM, 
11th century) embodied in his CKun-chu-chi-wen paragraph 

Ku-ch’in-p’in-shih edition ch. 8, p. 2) a discussion of old 

Lutes, he found it necessary to draw attention to old texts referring to 
decorated Lutes, implying that in his time such Lutes were no longer 
to be seen. 

■ During the Han dynasty, however, it appears that Lutes were occas- 
ionally lavishly decorated. The Hsi-ching-tsa-chi written by 

Liu Hsin (f®, died 23 a.d.) says : The Empress Chao possessed a valu- 
able Lute, which bore the name Feng-huang ; it was entirely covered 
with figures of dragons and phoenixes, sages of antiquity and famous 
women, in a flat relief of inlaid gold and jade’ (ch. V, 3d heading : ||E 

Further we read in the famous 
poetical essay on the Lute ChHn-fii (^K, cf. Wen-hsuan ch. 18), 
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written by Hsi K%ng 223-262) : (The Lute) is painted with the 
five colours, decorated with chased work, covered with designs and 
various , patterns, inlaid with rhinoceros horn and ivory, marked with 
blue and green ; its strings are 'made of five-coloured silk, its studs of jade 
of the Chung mountain, it shows figures of dragons and phoenixes, and 
of famous men of antiquity * 

Now the Shosoin Lute serves as an illustration of such descriptions . 
it is decorated with flat inlaid work, showing dragons and phoenixes, 
and the figures of ancient worthies. Therefore I am inclined to considei 
this Lute as being anterior to the T'ang period, and ascribe it to, perhaps, 
the latter part of the Six Dynasties (220-588 a.d.). ^ In China also in 
former dynasties old Lutes were preferred to new ones ; therefore it 
is unlikely that the Japanese envoys brought from China a brand-new speci- 
men, and far more reasonable that they procured a specimen that was 
already antique in the T‘ang period. A study of the design of the upper 
board, howwer, enables us to narrow down the date fuither. 

This design has not been sufficiently analysed by Japanese scholars. 
J. Harada confined himself to a summary description (cf. Catalogue, 
English notes to the plates of voL 11). A. Matsuoka (Sacred Treasures 
of Kara, Tokyo 1935, p. 17) tries to identify the figures in the enclosure, 
and claims that they represent the old story of the great Lute player 
Po-tzu-ya2) (cf. Lieh-tzu ch, T‘ang-wSn mfil and various other 
Chinese sources mentioned above). Po-tzu-ya found in his friend 

Chung-tzu-ch‘i the only kindred soul that could understand his 

music ; when the latter died, Po-tzu-ya broke his Lute, and never touched 
the strings again, because no one else in the world could understand his 
playing. Of course this identification is entirely mistaken : firstly three 
persons are seen, and not two, and moreover the third, who occupies 
the place of honour, plays the pfi-p‘a, an instrument definitely belonging 
to popular music, and incompatible with one of the most revered Lute 
masters of antiquity. And secondly we can hardly imagine Po-tzu-ya 
playing his beloved instrument while one of his hearers thrums a sort 

2) The authoress refers to them as Hakuga and Shoshiki, the Japanese pronuncia- 
tion of the Chinese names. In this connection I would protest against this distressing 
habit that many Japanese and also foreign (cf. the very pertinent remarks by L. Giles, 
in : Sun Tzu on the Art of War, London 1910, p. VIII) authors have of giving purely 
Chinese names only in the Japanese pronunciation, when writing in a western language. 
This method is highly objectionable, because it confuses the unwary reader by giving him 
the impression that Japanese persons or objects are meant. It is to be hoped that this 
indiscriminate use of Japanese readings will be abandoned. 
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of guitar, and the Other drinks deeply from a capacious goblet. 

None of the previous students of this matter has realized that the 
upper board must be viewed as one' single picture, lengthened to suit 
the shape of the Lute. There is a pond, or maybe a rivulet, located in 
a beautiful scene of nature, on the banks of which are assembled a literary 
company, engaged in cultural pastimes : playing various musical instru- 
ments, wine games, composing poetry or appreciating calligraphies (see 
the book rolls mentioned above), etc. Such representations of literary 
gatherings by the waterside abound in Chinese art. Especially famous 
are pictures representing the literary gathering at the Lan Pavilion. 
This occasion was immortalized by the Lan-fing-hsu to be found 

in nearly all Kti-wen collections ; translated in various languages, 
lately by Lin Yutang, in : The Importance of Livings New York 1937, 
p. 156), an essay by Wang tisi-chih 321-379), the paragon of Chi- 

nese calligraphers. In the spring of the year 353 several men of letters 
met at the Lan Pavilion in order to celebrate the performance of the 
Vernal Purification ceremony (hsiu-hsi fgj^). They seated themselves 
along the water side, and played the literary game of the ' floating cups ’ 
(liu-shang '^|||) : cups were placed on lotus leaves floating on the water, 
and when such a drifting leaf touched the bank on the spot where one of 
the guests was sitting, he had to empty the cup and to compose a poem. 
Wang Hsi-chih collected the compositions made by his friends on this 
occasion, and added a prefatory essay, the Lan-fing-hsil. It is this essay 
that became a celebrated model both for literary composition and for 
calligraphy. Though some scholars doubt its authenticity, it has been 
copied and carved in stone numerous times, together with a picture of the 
gathering. This essay and its accompanying picture became so famous 
indeed, that already in early times it was a much-used motif for the de- 
coration of objects connected with literary life : one finds it carved on 
the top of an antique writing desk, engraved on the reverse of an inkstone. 
So wide was its use, that in the 19th century it was even used to form 
the background of a receipt blank of a Bank at Peking ! (cf. Britton, on a 
horn stamp for receipt blanks, in: Harvard Journal of Asiatic Studies^ 
Vol. Ill, No. 2). Reproductions of good rubbings representing the text 
and the picture are to be found in the special Lan-tfing number of the 
Japanese periodical Sho-en Vol. II, no. 4, Tokyo 1938). Though 
greatly varying in detail, in their main lines these pictorial representations 
are always the same : one sees the pavilion by the waterside, surrounded 
by an ideal scenery. A brook is winding itself among gnarled trees, 
quaintly shaped rocks, and flowering shrubbery. Under rustling bam- 
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boos the guests are seated on mats and panther hides alongside the water, 
while attendants are running to and fro with wine jars and writing im- 
plements. 

The resemblance with the scene depicted on the Lute is obvious. 
There can be no doubt that the designer had in mind a representation 
of the Lan-thng Gathering when he made this decoration. Some details, 
as the floating wine-cups were left out, but others, like the panther hides 
on which the guests are sitting, scrolls, wine-jars etc., are faithfully rep- 
produced. The Lan-thng motif being a favourite decoration for all 
things connected with literary life, it is only natural that it was chosen 
also for the decoration of a Lute. The musical element was stressed by 
adding the Lutes and the ph-p’a ; at a literary gathering old tunes are 
played on the Lute, while the p’i-p’a is used for lighter music. 

But this motif of the literary gathering does not explain why three 
figures are set apart in the enclosure, nor does it explain the dominant 
position of the tree, and the genii floating in the air. These elements, 
and especially the arrangement of the picture, suggest an entirely dif- 
ferent, un- Chinese subject, viz. a Buddhist representation of the Enlighten- 
ed One, or of one of the deities of the Mahayanic Pantheon. As in such 
Buddhist representations, here also we find in the foreground a pond, 
only the lotus flowers are missing to make the resemblance complete. 
Then on a second plane some minor figures, and finally on the highest 
plane the chief figure, set apart on a throne— here indicated by the enclo- 
sure- — the whole placed in paradisaical surroundings. Viewed in this 
light, all seeming incongruities fall automatically in their right places. 
The blossoming tree which figures so prominently is the^ Wish-granting 
Tree, the Kalpadruma of Indian mythology, which constitutes a regular 
feature of Buddhist representations, it being identified with the Bodhi 
tree, under which Buddha received enlightenment. The phoenix perched 
on top is the fabulous bird Garuda, closely connected with the Kalpa- 
druma. The two genii in the upper corner are the indispensable at- 
tendants of every Mahayanic deity. The dancing peacock (Chinese Lute 
ideology presupposes a dancing crane, wu-ho constantly mentioned 
in connection with the Lute player : cf. above, ch. VI section 1) concludes 
the Indian element of this representation. 

Thus it appears that the artist wavered between two different concepts, 
a purely Chinese one, that of the Literary Gathering, and a foreign one, 
that of a Buddhist picture. Setting to work, he resolved to combine 
,both. ■■■ 

When we now ask ourselves which period in Chinese history could 
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be expected to produce such a dual representation, we immediately think 
of the Northern Wei period (Pei-wei itM 386-535). Under, the rulers 
of this outlandish dynasty, who were fervent Buddhists, Buddhist art 
reigned supreme, and talented artists, combining Greco-Indian elements 
with Chinese styles, created works of art, the magnificence of which is 
attested by such archeological sites as Yiin-kang and Lung-men. 

The style of the calligraphy, as shown in the inscription on the bot- 
tom board (see illustration X) confirms this date : when compared with 
the style of writing as seen on monuments of the Wei period (see illustra- 
tion XI ; the characters are traced after reproductions in Shodo-zenshu 
Vol. VII), the similarity is obvious. 

On the basis of the above considerations I think we may assume with 
some confidence that the cyclic characters i-hai stand for a year of the Wei 
period, say 435 or 495. Thus this Lute was in the T'ang period already 
a rare treasure, a suitable object to be offered to the Japanese Imperial 
Court. 

To all appearances this rare instrument is the oldest Lute still extant, 
a unique document both for the study of Chinese art, and for the study of 
the Lute. 

Hi * ❖ 

K’un-shan-yii, the second Lute to be discussed here, is, according 
to authoritative Chinese opinion, one of the finest old instruments in exist- 
ence. Notwithstanding its early date (T’ang period), it has been pre- 
served in perfect condition, and has a remarkably fine tone. 

I regret that I can only show here a traced copy of a rubbing of the 
bottom of this Lute (see illustration XII and XIII). As it is doubtful, 
however, whether at the time when I am writing this essay this rare Lute 
is still extant, and as moreover it is connected with one of the most re- 
markable Lute masters of present-day China, I may be allowed to include 
it in this essay. 

This Lute was the favourite instrument of Yeh Ho-fu, since the 
beginning of this century the greatest Lute master in Peking. 

Yeh Ho-fu named Chfien was born in 1863 as the third 

son of a high Manchu official, Grand Secretary Jui Lin cf. his bio- 
graphy in ChHngshih-lieh-chuan ch. 46). Jui Lin is well-known 

in history because in 1860 he was the commander of the Manchu forces 
that fought the British and the French in the battle of Pa-li-chiao. Yeh 
Ho-fu’s elder brother Huai Ta-pu was an ultra-reactionary, who played 
an important role during the Boxer troubles (cf. Bland & Backhouse, 
China under the Efnpress Dowager y p. 130, 137, 141). It would seem, 
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however, that Yeh 'Ho-fu did not sympathize with the political attitude 
of his near relatives, and sided more with the reform party: he was 
keenly interested in western science, and would talk with animation' of the 
time when he was in charge of installing an electric plant in the Palace 
grounds. Up to the establishment of the Chinese Republic he occupied 
several administrative functions, and was well-known for his scholarly 
tastes. His mansion in Peking, where he had collected many choice 
antiques and a fine library, was frequented by prominent literati and 
statesmen of the time, as for instance the two leaders of the progressive 
southern party at the Court, Weng T’ung-ho 1830-1904) and P’an 

Tsu-yin (ifiaiit, 1830-1890). Up to the end of the 19th century his house 
flourished ; it was only with the Boxer uprising of 1900 that the decline 
started : during the troubles the greater part of his property was destroy- 
ed, and his political position weakened. In 1910 he lost his official posi- 
tion, and was reduced to utter poverty. It was then that he could con- 
vert a hobby into a means of support. Since his early youth he had been 
a lover of music : as a boy already, when his father was an official in South 
China, Yeh Ho-fu commenced studying the Lute under the well-known 
master Liu Jung-chai (i®^, from Chekiang). He assiduously kept 
up this study, and in later years was taught by other Lute masters of es- 
tablished fame, as for instance Chu Feng-chieh (author of the Yu-kti’- 
chai-chHn-pii mentioned above), the Taoist Chang Ho (gSSI, style Ching- 
hsiang author of the standard introductory handbook for the Lute 
player, the Ch^in-hsueh-ju-mSn, cf. App. II, no. 18), the Ch^an priest K’ung 
Ch’en (gig, author of the Lntt handbook K'u-mii-ch'an-ch'in-pu 
published 1893), Li Hsiang-shih from Chekiang, and others. When 
the political changes had deprived him of his official income, and his private 
means had dwindled to nothing, he moved to a small house near Lung- 
fu-szu, and earned his living by teaching the Lute. 

In the autumn of 1936, one year before his death, I had the privilege 
of studying the Lute under his guidance. Yeh Ho-fu was a personifica- 
tion of the noblest traditions of the old-fashioned Chinese literatus : never 
rebelling against the fate which had deprived him of nearly everything, 
he lived quietly on in an enviable equanimity, enjoying playing the Lute 
and composing poetry. His personality may be characterized by a quota- 
tion from Mencius, Book III, part II, 2 : ‘ not extravagant when rich 
and honoured, not forsaking his principles when poor and in a mean 
condition . . . that constitutes the great man’ - 

Often I heard Yeh Ho-fu play on the Khm-shan-yii, his favourite 



Lute, and on more than one occasion I heard him praise its superior 
qualities. At that time, however, I had no opportunity to copy its in- 
scriptions. And when in 1937 I again visited Peking, the master had 
died — just one month before my arrival. As he left no sons ,his scanty 
belongings were scattered, and among those also his Lutes. No one 
could inform me as to the whereabouts of the Lute K’un-shan-yii. So 
I gave up all hope for studying this unique instrument more closely, 
and only retained the memory of its exquisite tones, its interesting ttmi- 
wen (of the type Serpent belly), and its beautiful greenish patina. But a 
lucky accident came to my aid : when I got back to Tokyo, I found in the 
collection of R, Taki , a Japanese musicologist, who had visited 
Peking some years previously, a rubbing of the bottom board of this Lute. 
The rubbing being badly done, the inscriptions were hardly legible (see 
illustration XII) ; having studied it carefully during many evenings, I 
finally succeeded in deciphering all of it, except the legend of one seal. 
Then I made a tracing after this rubbing, which is reproduced here (see 
illustration XIII and XIV). 

The name K’un-shan-yii appears at the top, three characters 

in chancery script (li-shu 1®) : ' Jade from the K’un-lun mountains k 
The best jade coming reputedly from the K’un-lun slopes, long associated 
with Taoist lore, this name indicates value and rarity. 

Underneath, on either side of the Dragon Pond, two lines of poetry 
are engraved. They extol the rare qualities of this Lute : ' Its accom- 
plished tones of clear profundity sing like tinkling girdle ornaments of 
jade ; excellent material of high purity comes from the K'un-lun moun- 
tains ’ 

These lines of poetry, together with the three characters at the top, 
formed the original inscription of this Lute, as attested by the lowest 
inscription. They were perhaps written by the great literatus Li Yung 
(^g,, style T’ai-ho fffn, literary name Pei-hai 678-747). I have 
compared their style with specimens of Li Yung’s handwriting as repro- 
duced in Vol. X of the Japanese collection Shodo-zenshu (see above), 
and find them indeed very similar. 

The inscription in cursive script (ts’ao-shu ^s) was wTitten by one 
of the most famous Lute players of the early Ch’ing period, Chou Lu- 
f8ng style : Tzu-an T-S? co-editor of one of the Chinese standard 

handbooks of the Lute, the Wu’-chih-chai-cKin-pu preface 

dated 1721). It does not say where Chou Lu-feng obtained this Lute, 
but only praises its high qualities. The inscription might be translated : 
‘ The material of this Lute was reared on the southern slopes of the I 
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mountain ; ' it obtained its fragrance by the side of the Hsien Pond. Vague' 
and vagrant, its tones are remote like high mountains and flowing streams 

This text consists entirely of allusions to the tenets of cli’in ideology. 
As regards the I-shan (a mountain in Shantung province), according to 
tradition the mythical Emperor Fu-hsi gathered there the wood for build- 
ing the first Lute. Hsien-chhh, lit. Hsien Pond, is the name of the mu- 
sic attributed to the mythical Emperor Yao. Kao-shan-liu-shui, high 
mountains and flowing streams, is the name of a famous Lute tune, as- 
cribed to the ancient Lute player Po-tzu-ya (cf. above, ch. IV). 

At the end of this inscription there is engraved an impression of a 
seal with the style of Chou Lu-f^ng : Tzu-an^fu ; fu ^ in this 

case is the same as /z£ 'g, meaning : styled). In the middle there is a 
fine large seal, reading : ChouAii-'feng-chia'-ts'ang ‘ Preserved 

in the family of Chou Lu-feng.’ 

The smaller seal to the left of this large seal is unfortunately illegible : 
apparently it is the seal of another owner of this Lute, for I have succeed- 
ed in deciphering the penultimate character chen : presumably the 
last two characters read chen-'ts^ang ‘ treasured and stored away 
by . . The small square seal to the right reads : Hsi-shih-chih-pao 
‘ A. treasure rarely found in this world.’ 

The two white spots under these three seals indicate the holes for 
the two knobs to which the strings are fastened. 

The lowest inscription (see illustration XIV), which is engraved in 
small regular style Qisiao-kai /hfi=), on either side of the Phoenix Pool, 
is signed with the seal of the Ch’ing literatus Ching Chi-chiin ; 

it says : ‘ This Lute was hewn during the T’ang dynasty, and in the 
Sung period its left and right bridges {lung-yin and yo-shan^ see above) 
were renewed. Its tones are extremely clear. The /z-inscription, and 
the two lines of poetry thereunder, resemble the handwriting of Li Yung 
(see above). The appreciative commentary to be seen above was written 
by Chou Lu-feng, a Lute player of the beginning of our dynasty. When 
in the autumn of the year 1857 I obtained this Lute, I could hardly con- 
trol myself for joy, and wrote the foregoing to commemorate the occa- 
sion mrnmm, 

The word cKien ^ in the first line of 
this inscription generally means ‘ to inlay, to inchase ’ ; but in hand- 
books of the Lute it is used as a technical term, and indicates the process 
of adding the two bridges to either end of the body of the Lute. For 
these bridges a specially hard kind of wood, like ebony or red sandalwood, 


The Lute as an Antique 


193 


is used (cf. Yil-ku-chai-ch'in-pii, Ch. II, p. 37). 

The round seal in archaic script underneath imitates the well-worn 
legend on ancient sacrificial vessels : tzu-sun-yung-pao ‘ May 

my children and grand children treasure it for ever 

When Yeh Ho-fu obtained this Lute, he added on either side of the 
three characters K’un-shan-yu an inscription of his own, saying : ‘ This 
is the best of all the Lutes preserved in the Shih-m^ng Library ’ 

Shih-meng-chai was the name of Yeh Ho-fu’s studio. 

On my tracing, reproduced here, I added in the upper right corner 
an impression of Yeh Ho-fu’s library seal, reading: Shih-m£ng~chai 
The seal in the lower right corner is that of my own library, 
reading Chung-ho-ch’in-shih cut in imitation of the seal of the 

Ming Prince Chu Ch’uan (see below). I also added on the left a colo- 
phon, relating the history of this tracing. 

* * 

The third Lute brings us to the Ming dynasty. 

After China had been dominated for the greater part of a century 
by foreign rulers, with the coming of the House of Ming the country 
again enjoyed a Chinese dynasty. During this period (1368-1644) the 
fine arts flourished, protected and encouraged by Imperial favour. Next 
to the Emperors themselves, there were also several Imperial Princes who 
were ardent patrons of art and learning. Not less than fifteen Princes 
are enumerated as having patronized book printing, and some of the 
superior editions which they had made are still preserved (cf. Shu-lin- 
ch'ing-hua SSifiS, ed. 1920, ch. 5). Also in artistic studies there was a 
great activity. Endeavours were made to bring about a renaissance of the 
old classical music : here also the most outstanding name is that of a mem- 
ber of the Imperial Family, Prince Chu Tsai-yu ^#if, whose works on 
music, as for example the Yueh-lu-cKuan-shu cf. Imperial Cata- 

logue, ch. 38, p. 5) are still considered authoritative. And it was also 
Court circles that gave the impetus to the florescence of Lute studies and 
Lute music which was witnessed in the Ming period. 

Four Princes are known as having been especially interested in the 
Lute : the Princes of Ning (Ning-wang ^s), of Lu (Lu-wang 
of I (I-wang S^), and of Heng (Heng-wang |®S)- Cf. Ts'ang-ch’in-lu, 
quoted above. 

Prince Ning, personal name Chu Ch’uan (^^fi, died 1448) was typi- 
cal for his class and his time : deeply interested in artistic and abstruse 
subjects, not caring much for worldly things, he preferred to pass his days 
in cultivated leisure. He published books on history {Han-f ang-pi- 
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shih cf. Imperial Catalogue, ch. 52, p. 9), on Taoism {Kengshin- 

yu-ts'e cf- Bibliographical Section of the Ming-shik on ag- 
riculture {Shen-yin-shu ibidem), on geography {I-yu-chih MMM, 

ibidem, ch. II), on medicine {P'ing-chi-chH-i-pm-ming-chi 
cf. the catalogue Tkh-chHn-fung-chim-lm-ts'ang--shu-mu-lu 

mmsm, publ. 1897, ch. 14, p. 24), on the calendar Chou-hou-shSn-ching 
cf. Imperial Catalogue ch. Ill, p. 11; the Ming-shih gives shu 
fi instead of ching S), on literary games, etc. 

Under his literary name Ch’u-hsien ‘ Emaciated Immortal , 

i.e. crane) he was famous as a Lute master ; he is credited with having 
composed two well-known tunes, ‘ Autumn Geese ’ Ch'iu-hung and 
‘Geese on the Sandbank’ P’ing-sha-lo-yen which are still 

played to this day. A collection of Lute tunes compiled by him, the 
SMn-cU-pi-pu (cf. App. II, no. 10) is still preserved. Other works on 
the Lute written by the Prince, like the T' ai-ku-i-yin and the 

Ch’in-yiian-ch’i-meng cf. Bibliogr. Section, ch. Ill), seem to 

have been lost ; some fragments are to be found in the Tsun-skeng-pa- 
chien (cf. App. II, no. 4). Next to being an expert performer, the Prince 
was also well-known as a builder of Lutes ; unfortunately specimens of 
his work are extremely rare. When accused of practising black magic 
{mi-ku M#), the Prince retired to a mountain top, and passed his further 
days composing poetry and plapng the Lute (cf. Ming-shih, ch. 117 ; 
Ming-shih-tsung 19#^, ch. 1). 

I could find less details about the other three Princes who are con- 
stantly quoted in connection with the study of the Lute ; but we shall 
not be far amiss when we assume that they were personalities not unlike 
the Prince of Ning. 

The Prince of Lu is especially known as a builder of Lutes. Spe- 
cimens of instruments built at Hangchow by him or under his direct su- 
pervision are often met with in Chinese collections ; most bear dates of 
the Ch’ung-chen period (-^IJ, 1628-1644). 

Further, Lutes made by the Prince of I still exist in a fair number ; 
one dated 1564 is recorded (cf. T’ien-win-ko-ch’tn-pu-chi-ch’ing, App. 
II, no. 17, vol. I, sub Shou-lu ^it), and one good specimen has been 
preserved in Japan, brought over from China by the Chinese refugee 
Chu Shun-shui (cf. App. IV) ; the bottom-board is reproduced on ill. 
XVI. 

The Prince of H8ng, next to being a great bibliophile (cf. Ts’ang- 
shu-chi-shih-shih publ. 1891, ch. 2, p. 18), was a famous Lute 

amateur. As far as I know, he did not compose new melodies, but in- 
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stmments built by him are counted among the finest specimens produced 
during the Ming period. While instruments built by the Princes, of Lu 
and I may occasionally be seen, Lutes built by the Princes of ,Ning and 
Heiig are very rare, and highly valued by connoisseurs. It is an instru- 
ment made by the Prince of Heng that is reproduced here, (see illustra- 
tion XV). ' 

The name of this Lute is Limg-yin-cKiu-shui ‘ Dragon 

crying in the autumnal water ’ : the four characters in archaic style are 
to be seen at the top. 

On the right and left of the Dragon Pond there appears a poetical 
essay in chancery script, praising the qualities of the instrument, and ex- 
plaining its name: ‘With one leap the Dragon reaches the gates of 
Heaven ; as a stormwind he compasses ten thousand miles in his flight. 
When he shakes his bristles, thunder and lightning roll and rattle; when 
he spurts his foam, a rainstorm gathers. Trying to express in an image 
the tones produced by the supreme Reason of the movement of the at- 
mosphere, and by music and dance in their various manifestations, I at 
last lit upon a dragon crying in the autumnal waters ' — 

(better : if) Es, mMmMr mmmmy 

The first part of these lines is descriptive : since ancient 
times the dragon has been connected with storms and rain (cf. M. W. de 
Visser, The Dragon in China and Japan, Amsterdam 1913, ch. V). The 
second part explains why such a seemingly incongruous image as a dragon 
was chosen in connection with the tones of this Lute : the maker meant 
to express in this name the impressive, super-human harmony of the 
universe. The term fo-yueh which I have translated as movement 
of the atmosphere, literally means a bellows : it is a quotation from the 
Tao-ie-ching ch. V : ‘ (The space) between heaven and earth is 

like a bellows’. The term tsao-hua is also difficult to translate : 
it means natural evolution, as it is produced by the agency of the eternal 
cosmic forces. 

Directly under the Dragon Pond one sees the beautiful square seal 
that marks all instruments of the Prince. It reads : Hing-fan-ho-chai- 
chia-chih ‘ Superior product of the Ho Studio, in the H6ng 

fief’. 

'li jfs. ?!; ■ 

The above may suffice to give an idea of what antique Lutes mean 
to the Chinese connoisseur, and what methods are followed for appre- 
ciating them. 

It must be stressed again, however, that the Lute should not be con- 
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sidered as a mere relic of bygone times. It does not primarily belong to 
the scholar's library, but to the pavilion in his garden, to the rivulets in 
secluded valleys, to the gnarled pines on the rocks. The Lute is one of 
the many bonds that keep the literatus, notwithstanding his book learn- 
ing, united with the cosmic forces of living nature. 
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/. a frosty day The round, seal 

reads': I^an-ya-ckih Elegant product of . the I hef’'^ the: large square 

seal , has the, legend; ‘‘rejoicing in sincerity, nurturing 
virtue ”..- .The grass-characters „ on either side, of the Dragon .Pond, read 

‘‘ Crisp, gliding, light and loose, its tones 
tinkle like, bells on. a Frosty day; harmonious : and '. pure, ,it sings the ' golden age 
of Yao and,H.hun ... . . 
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APPENDIX IV 


THE CHINESE LUTE IN JAPAN 

According to most Japanese sources the flourishing of the study 
of the Chinese Lute in Japan {kingakti in the 17th, 18th and 19th 
century is due to the arrival in Japan, in 1677, of the Chinese Zen priest 
Hsin-ylieh Jap. Shin-etsu). This Chinese priest, who came to 
Japan as a refugee, fleeing the troubles that marked the later years of 
the Ming dynasty, was a great lover of the Lute ; when he came to Japan 
he brought several Chinese Lutes with him, and propagated the study 
of the Lute in that country. 

The problem is whether or not the Chinese Lute was played in Japan 
already before the arrival of Shin-etsu. Both old and new Japanese 
authors disagree in their attitude to this question. 

Music since olden times occupied an important place in Japanese 
cultural life. Old Japanese literature abounds in references to several 
kinds of musical instruments, that were played in Court circles, and by 
all those who claimed to have elegant and refined interests. Among 
these several stringed instruments are mentioned ; some of these are 
Japanese, others are of foreign origin. One reads about the wagon or 
yamato-goto {mWy a six-stringed cither, each string supported by a strut, 
ji a), the so I# (a 13 stringed cither, a Japanese adaptation of 
the Chinese cMng ^), the Shiragi-koto ^ cither, as the name 

implies, of Korean origin), etc. On the other hand most often we find 
simply the character read in Sino-Japanese : Am, and in Japanese : 
Aoto, without further indication of what instrument is meant. The 
pronunciation added in Japanese kana to this character in the texts is kin or 
koto; sometimes the Chinese character is not used, and we find kin or 
koto in kana only ; sometimes also we find expressions like kin no koto^ 
etc. The problem is whether there are passages where the context shows 
that with one of these terms the seven-stringed Chinese Lute is meant. 

I may start with giving a few examples, taken at random from the 
: vast 'field of JapaneseTiterature. 

The Montoku-jitsti:}^oku written in Chinese, 

and covering the period 850-858 ; completed in 878) mentions under 
the year 853 that a courtier called Sekio excelled in playing the kin: 
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“ Sekio especially loved to play the kin, and the Emperor presented him 
with a secret handbook (for this instrument) ” 

Similar references are to be found in the Zoku-nihon-koki a 

chronicle, written in Chinese, covering the period 833-850), the Gyoyu- 
sho etc. But especially old novels, written entirely in Japanese, 

like the Uzuho-monogatari 10th century), and the famous Genji- 

monogatari MKSiIb (Hth century) abound in references to instruments 
called kin or koto. 

Now some older Japanese writers maintain that in the passages re- 
ferred to above Un is the only correct reading, and that the seven stringed 
Chinese Lute is meant. This is stated, for instance, by the learned phy- 
sician and musicologist Suzuki Ryu 1741-1790, details see below, 

under No. 9). In his book Kingaku-keimo a handbook for the 

Chinese Lute, written in Japanese) he devotes the 39th chapter, entitled 
’ Eombb-kinkbkai to the history of the Chinese Lute in Japan. 

There he claims that wherever in ancient Japanese texts we find the 
character ^ (he refers to the sources mentioned above), it means the 
Chinese Lute. His argument is that although the Chinese Lute was 
very popular in old Japan, it gradually fell into abeyance, till Shinetsu’s 
arrival in the 17th century brought about a renaissance. This argument 
he reiterates in the preface to his edition of the Tbkb-kinfu 
details below). He says : Tn ancient times in our country rites and 
music flourished ; of the eight kinds of musical instruments (i.e. those 
made of wood, silk, bamboo, clay, metal, stone, leather and gourd) none 
was missing. Most popular was the Chinese Lute, it was an instrument 
constantly used by the nobility and high-minded people. This is proved 
by passages in historical works and other chronicles. But in medieval 
times, the study of the Lute gradually fell into abeyance, and coming to 
the present time, its tradition was lost, and there was no one who understood 
this study. In the Kambun period, however, there came the naturalized 
priest Toko-zenji, named Shin-etsu. . . . Then gradually everywhere in 
our country people started again to study the Lute. That now in this 
late age the tones of the Lute that had been silent for several centuries 
resound again, this is due to the merit of Toko-zenji. Is this not a great 
achievement ? ’ mWMmf, 

wot?, ".II?, 

A closer inspection of the passages referred to, however, clearly 
shows that it is not the Chinese Lute that is meant by the character ^ 
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in old Japanese literature. For we find it mentioned that the instrument 
in question has struts, that its sounds are heard at a considerable distance, 
that it is used for accompanying purely Japanese songs, that it is played 
when lying on the floor, etc. Now we know that the Chinese Lute, un- 
like the sS and several varieties of the cMng, never has struts ; that its 
tones are so weak as hardly to be audible outside the room where it is 
played, that its scale can not well be adopted to the Japanese ones, and 
that it is made to be played on one’s lap or on a special stand — its very 
structure precluding that it is played when lying on the floor. There can 
be no doubt that in the passages referred to, the wagon, so, or some other 
Japanese or Chinese cither-like instrument is meant. That yet the word 
kin ^ was used must be explained by the fact that this term had an ele- 
gant, literary flavour. Even at present in Japan the character ^ is 
often used to write koto, although the character ^ is the correct one. 
Further the cKin being the Chinese musical instrument par excellence, 
also in China was used in the meaning of ‘ musical instrument ’ in general ; 

I mention that a piano is called in Chinese yang-ch’in a violin t’i-ch’in 
etc. When we find in ancient Japanese literature expressions like 
kokin dankin these must be taken to be literary idioms, taken 
over from the Chinese. The character kin in those expressions does 
not point to the Chinese seven-stringed Lute, no more than ken g) in 
Japanese texts points to the Chinese straight sword. 

These facts were realized by other older Japanese writers, for instance 
the well-known Japanese expert on the Chinese Lute Kodama Kuku 
1734-1811, details see below). In a colophon to a manuscript 
copy of the Chinese Lute handbook Li-hsing-yiian-ya by the 

Ming author Chang Ting-yii mms ; cf. Imperial Catalogue ch. 114, 7 
verso) he quotes some Japanese writers who aver that the kin mentioned 
e.g. in the Genji-monogatari is the Chinese Lute. Then he goes on to 
say : ‘ I do not agree with this. Why ? The Genji-monogatari was written 
about 700 years ago. If the above statement were true, then in old fami- 
lies and famous monasteries there would certainly have been preserved 
many of these ancient Chinese Lutes. Why is it that on the contrary 
only very occasionally one hears about such a thing ? ... In my opi- 
nion, our Empire Japan for the first time knew the Chinese Lute since 
the day that Master Shin-etsu came from the west ’ Mill, MM 

The modern Japanese musicologist Sanjb Shotaro comes 
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to about the same conclusion. Cf. his Nihon-joko^ongakushi ( 0 
Tokyo 1935), p. 137. 

Some other modern Japanese scholars, however, still keep to Suzuki 
Ryu s argument, and maintain that it was the • Chinese seven-stringed 
Lute that was played on a great scale in ancient Japan. Prof. Tanabe 
Hisao well-known Japanese musicologist), for instance, sets 

forth this view in his Nihon-ongaku-kowa Tokyo, 1921), on 

page 364 sq. To bear out this statement he quotes the following passage 
from the Gempei-seisidki historical notes covering the period 

1161-1181) : ‘ She also is a sensitive lady, a great expert on the kin (or 
koto). In former days Po Chii-i in China calling Lute, poetry and wine 

his three friends^^ playing the Lute nurtured his feelings This lady 

continually singing Po Chii-i’s poems, playing tht kin (or koto) purified 
her heart’ kore mata nasake am nyobo nite kin {koto) no jozu to zo kikoe- 
tamaishi Mukashi Kara no Hakkyoi wa kimhishu {koto, ski, sake) no 
mitsu wo tomo toshite tsime ni kin {koto) wo Mite kokoro wo yasMnai tamaikeri 
. . . sM wo kono kita no kata tsune ni eijite kokoro wo sumasM koto wo 
danji tamaerikerL After quoting this passage Prof. Tanabe remarks, that 
it is clear that here the Chinese Lute is meant, because of the reference 
to Po Chii-i and his Lute. Now this argument of course does not hold ; 
for the mere fact that Po Chii-i is mentioned does not constitute any 
proof. Po Chii-i and his Lute are often referred to in Japanese novels 
vddtn Japanese music is discussed. I mention, for instance, a passage in 
the Genjimonogatari, in the chapter Suetsumuhana, The Princess after 
which this chapter is named, is a famous performer on the Japanese 
koto ; that here koto is meant is evident from the context. Now a lady 
called Mydbu says of this eccentric Princess to Prince Genji (Kaneko ed., 
Tokyo 1938, p. 207) : ‘ Her only lover is her kin ’ ; Prince Genji answers : 
‘ Then of the “ Three Friends ” she at least has one . . . Let me hear 
her play ’ kin wo zo natsiikasMki kataraibito to omoeru to kikoyureba, mitsu 
no tomo nite ima Mtokusa ya utate aran. Ware ni kikase yo. Thus here 
also Po Chil-i is mentioned, and here definitively a Japanese koto is meant. 

This fact is not at all astonishing. The Japanese of olden times, 

1) The quotation is from a poem by Po Chii-i, entitled Pei^-cUumg-san^yu 

; cf. the excellent study Hakurakuten to Nihon~bungaku {'^^y^h. Tokyo 

1930)by Mizuno Heiji P* 378. For other references to cither-like instruments 

in the Genji^Monogatari, ci. Genji-Monogatari^no-ongaku by Yamada 

Takao Tokyo 1934, p. 80-108. , 
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though fairly well versed in Chinese literature, were often amazingly 
ignorant of what we would call “ Chinese realia Thus it is very doubt- 
ful whether they realized that the kin mentioned in their favourite 
T'ang poetry was entirely different from cither-like instruments in use 
in Japan. : Their knowledge of Chinese ways of living was as limited 
as that of our European medieval poets concerning daily life in ancient 
Greece and Italy. During the Heian period several Japanese missions 
were sent to China ; the writings by the members of these missions, who 
knew Chinese daily life from their own observation, contain excellent 
accounts of religious and political conditions prevalent in China. But 
they wi'ite little about Chinese realia ; in this respect they conformed 
to Chinese literary tradition, which condemned the things of daily life 
as unworthy to write about. Thus we find in Japanese history that 
with regular intervals the Japanese deemed it necessary to work up 
arrears in their knowledge of Chinese realia. They found that they had 
been associating with terms in daily use in China, things quite different 
in shape and style from those really used by contemporary Chinese. The- 
refore especially during the Tokugawa period, when the seclusion policy 
of the Bakufu had limited the intercourse with China to the port of 
Nagasaki, the Chinese there are eagerly questioned by Japanese scholars : 
what dresses they wear, what ustensils they use, and what Chinese houses 
and temples look like^l Such knowledge was especially important 
to those Japanese who wanted to read Chinese novels : in such texts 
there occur many terms not to be found in Chinese dictionaries and other 
ordinary works of reference. Thus in the Tokugawa period we find 


2) The most remarkable example of the results of such an enquiry is the book 
Shinzoku-kibun 13 ch. in 6 vols., publ. in 1799 by Nakagawa Chu-ei 

who served as a Bakufu official {bugyd at Nagasaki ; this book contains the results 
of minute enquiries, patiently made with the , Chinese at Nagasaki, especially Chinese 
and Japanese interpreters attached to the government office there. The book gives a 
detailed account of Chinese customs and Chinese daily life, profusely illustrated with 
finely executed drawings. The famous Director of the Academy at Edo (the Seido 
Hayashi Jussai 1768-1841) added the first preface. Also Chinese refugees were 

questioned. An interesting example is the Shumui-shushi-danki printed 

in 1708 in 4 vols., and compiled by the Japanese sinologue Hitomi BSsai 
1638-1696); preface by the scholar Asaka Kaku 1656-1737), dated 1707/ 

This book contains the material regarding ‘ Things Chinese ’ obtained by Hitomi from 
the famous Chinese refugee at the Court of Mito, Chu Shun-shui 1600-1682). 

Here we find drawings of Chinese clothing, furniture, temples, envelopes and letters, 
bills of fare, etc., with the dimensions added, and colour and material recorded with 
painstaking care. 
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Special Japanese vocabularies of the Chinese vulgar language, where com-* 
mon household words, like spoon, table, comb, etc. are explained by draw- 
ings of the Chinese objects.^'' 

The pre-Tokugawa Japanese missions to China had as their primary 
object the study of Chinese religious and political questions, and of Court 
and ceremonial music. It is quite understandable that the members 
of those missions were not in a position to study Lute music, an art that 
was confined to intimate literary gatherings, and the library of the scholar. 
Moreover, as we have seen above (chapter III, section 3), in China strict 
rules prohibited the teaching of the Lute to unqualified persons, and, 
among those, foreigners are especially mentioned. While during the 
Thng dynasty it was comparatively easy to obtain Lutes, on the other 
hand teachers were few, and may be supposed to have kept to the rules 
limiting the transmission of the study of the Lute to members of the 
privileged and highly exclusive class of the literati. 

Chinese Lutes occassionally drifted to Japan. In Appendix III 
above I described the remarkable old Chinese Lute preserved in the Nara 
Repository ; and also the famous old temple, the H5ryuji ^1^#, has in 
its collection a Chinese Lute, dating from the T’ang period. But these 
Lutes were not actually played. They were regarded merely as curiosi- 
ties, relics from the ‘ Land beyond the Seas ’. 

Finally we must remember that in olden times Japanese knowledge 
of Chinese music was mainly second-hand, being chiefly obtained 
through the intermediary of Korea. Now in that country the Chinese 
Lute as a solo-instrument never became popular. Although the Chinese 
Lute was taken over together with the ceremonial orchestra, as a solo 
instrument its place was taken by a special Korean instrument, the so- 
called hyon-hem This instrument is still very popular in Korea. 

It has six strings, of which the three middle ones are strung over sixteen 
bridges of varying height. It is played with a short rattan stick, that 
serves as a plectrum. According to \h.t Ryang-kem-sin-po 
{ci. M., Com^Xity Bibliographie Coreenne, Paris 1896, part III, p" 
133), the Chinese Lute was introduced into Korea about 600 A. D. ; 
the Minister Wang San-ak (EEUiS J passed official examination in 552), 
recommended to use in its place the hyon-hem^ invented by him. This 

3) For instance the Shosetsu-jii publ. in one vol. in 1791. First un- 
dated preface by the Japanese sinologue Munakata Ro-oku authors preface 

dated 1784. The author only gives his literary name, Shusuien-shujin 
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instrament has its own notation, and its music is quite different from 
that , of the Chinese Lute. 

Therefore we must assume that the character kin ^ in old Japanese 
texts stands for cither-like instruments, either of Japanese, Korean or 
Chinese origin. Both in China and Korea a great many varieties of 
the cither called cheng ^ were used. These instruments in both coun- 
tries being widely used in both sacrificial and popular music, it is only 
natural that at an early date they found their way to Japan. And many 
Japanese thought these cither-like instruments were the Chinese Lute 
so often mentioned in Chinese literature. 

It is on the basis of the above considerations that I think we are 
justified in assuming that it was only with the arrival of Shin-etsu that 
the Chinese seven-stringed Lute became really known in Japan. A 
few exceptions do not invalidate this argument: those were isolated 
cases, that had no real influence on Japanese cultural life,*^^ It was only 
with the arrival of Shin-etsu that the Chinese Lute was really played in 
Japan, and found enthusiasts in broader circles of artists and scholars. 

The priest Shin-etsu was a highly interesting personality. In China 
he is practically unknown ; but in Japan abundant materials^^ about 


4) I mention, for instance, Fujiwara Sadatoshi 807-867), the father 

of Japanese Jzturt music. He was a member of a Japanese mission to China that arrived 
there in 838, and made great efforts to study Chinese music. He married the daughter 
of his Chinese biwa-teacher, and this girl is said to have been able to play both the cheng 
and the Chinese seven-stringed Lute. * 

Much later the great Japanese sinologue Ogiu Sorai 1666-1728) made 

a study of the Chinese Lute, and wrote a book called Kmgaku-tamho 
dated ^22 ; preserved only in manuscript copies). This, however, is an entirely 
theoretical essay, the materials for which have been gathered from various Chinese 
books on the subject. There is no indication that he really became a Lute player. 

The same may be said of the Ishikawa Jozan (Wfl^fi-I, 1583-1672). He was a 
great lover of Chinese poetry, who for the greater part of his life lived in retirement on a 
beautiful spot in the outskirts of Kyoto. His retreat w^as called Shisendo : on 

the walls of his study he hung the images of 36 famous Chinese poets, and there he 
passed his days. He possessed a Chinese Lute that had belonged to the famous Chinese 
scholar Ch*en Chi-ju 1558-1639), which he greatly valued ; but there is no 

indication that he actually played it. At present the Shisendo may still be seen in its 
original state, and also the Lute has been preserved ; nowadays the place is a nunnery, 

5) Most informative are Shin-etsu’s complete works, the Toko-zemhu 
in two volumes, compiled by Asano Fuzan and published in 1911. This 

edition also contains a complete biography, and reproductions of Shin-etsu^s paintings, 
his calligraphy, and imprints of some of the seals carved by liim. His grave is still to 
be seen near Mito. Cf, also E. W, Clement, The Tokugazoa Princes of Mito, in : Trans- 
actions of the Asiatic Society of Japan, vol. XVIII (1890). 
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Mm and Ms work have been preserved. For in Japan he became famous, 
and had considerable influence on the cultural life of the time. 

Shin-etsu's lay-name was Chiang Hsing-t’ao and he was 

born in 1639. Having entered priesthood, he was enrolled in the Yung- 
fu monastery at Hangchow. When the Manchus invaded China, 

in 1676 he left Hangchow, and set out for Japan. In the first month 
of the year 1677 he arrived in a Chinese ship at Nagasaki, and there set-, 
tied down in the Kofuku-ji one .of the famous local Chinese monas- 

teries. Shin-etsu then was 38 years old. It appears from his writings 
that he was a priest of high culture, being at the same time a clever painter, 
poet, seal engraver and player on the Lute. At that time the great To- 
kugawa Maecenas, Mitsukuni Lord of Mito 1628-1700) had 

established in his fief in Eastern Japan, near Edo, a center of learning, 
where he had assembled the flow'er of Japanese scholarship. Mitsukuni 
was also greatly interested in Chinese studies, and had, in 1665, summoned 
to his court another learned Chinese refugee, Chu Shun-shui (see below 
note 14), and made him his Chinese adviser. When Mitsukuni heard 
about the arrival of Shin-etsu at Nagasaki, in 1678 he sent a messenger, 
Imai Kojiro to invite Shin-etsu to come to Mito. At the time, 

however, the Tokugawa government did not allow Chinese to travel 
freely in Japan ; they were allowed at stay only at Nagasaki, and for a li- 
mited time. Therefore a special permission had to be obtained. This 
took several years, and only in 1683 Shin-etsu could set out for Eastern 
Japan. It seems, however, that during the intervening years he could 
do some traveling in west Japan ; for we read that he visited several cen- 
ters of Buddhist learning, especially monasteries of the Obaku sect 
which were traditionally headed by a naturalized Chinese priest. Thus 
he came in contact with some of the famous Chinese abbots of this sect, 
notab I 5 V the priest Moku-an 1611-1684). 

Arrived at Mito, Shin-etsu, encouraged by Mitsukuni, started man- 
ifold religious and artistic activities. He made a thorough study of the 
Japanese language, and was in regular intercourse with well-known 
Japanese scholars of the time. He founded the Gion temple at 

Mito, and greatly influenced religious life. At his death in 1695 he was 
buried with great honour. It lies outside the scope of this essay to give 
a more detailed survey of Shin-etsu’s cultural activities : here we shall 
only concern ourselves with his teaching of the Chinese Lute. 

If we were to believe the notes made by older Japanese Lute enthu- 
siasts, Shin-etsu had more than a hundred pupils who under his guidance 
studied the Chinese Lute. Although this is an exaggeration, still the 
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number of iiis' Lute disciples seems to have been considerable. Only 
a few of these, however, became really proficient on this instrument, 
and ■transmitted Shin-etsu’s teachings further to their own pupils. ■ Best 
known are the doctor of Chinese medicine Hitomi Chikudo, and the Ja- 
panese sinologue Sugiura Kinzen (details below). Shin-etsu taught 
his pupils the finger technique, and made them practise on simple Lute 
melodies, for the greater part musical versions of famous Chinese poems. 
These times were eagerly noted down by his pupils, and it is on the 
basis of such manuscripts that afterwards the Tdkd-kinfu (details below) 
was published. 

It is difficult to ascertain whether Shin-etsu as a Lute player, judg- 
ing by Chinese standards, ranked as an expert. At one time, basing 
my opinion upon the tunes preserved in the Tdko-kinfu, I was inclined 
to think that he was but a mediocre performer. For in this handbook 
only very simple and much abbreviated Lute melodies are given ; they 
lack all the grandeur of real Lute music. On the other hand we have 
a letter of Flitomi Chikudd to Shin-etsu (cf. Toko-zenshu^ II, leaf 44), 
from which it appears that Shin-etsu advised him to use the well-known 
Ming handbook Simg-hsien-kuan-cWin-^pu preface dated 1614 ; 

cf. Imperial Catalogue 113 leaf 8 verso) ; this would imply that Shin- 
etsu taught his advanced students on the basis of this handbook — which 
is by no means an easy one. Therefore it would seem that the handbook 
that bears Shin-etsu’s name, the Toko-kinfu, only represents the tunes 
that Shin-etsu taught to beginners. For advanced students did not 
need a special handbook : they could use the great Chinese chhn-pu. 
Taking into consideration the meagre evidence available, I now think 
we had better leave the question of Shin-etsu’s abilities as a Lute expert 
undecided. That he was not one of the great Chinese musicians, however, 
appears from the fact that he left no important compositions of his own. 

When he came to Japan, Shin-etsu brought three Chinese Lutes 
with him. Best known is the instrument called Yu-shun (BPP, Jap. 
Gushun), a fine Ming specimen, covered with red cement. This instru- 
ment was long preserved in the treasury of the Tokugawa’s of Mito. 
In 1834 the celebrated Mito scholar Fujita Toko (®HSC‘)S, 1806-1855) 
was ordered to compose a Chinese essay, to be written inside the cover 
of the box this Lute was kept in. This essay, entitled Gushun^kinki 
is to be found reprinted in Fujita^s complete works, the Toko- 
iko edition of 1877, vol. 2 leaf 25), and the original may still be 

seen on the box, now, together with the instrument itself, in the Imperial 
Museum, in Ueno Park, Tokyo. Secondly Shin-etsu had a Lute called 
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Su’-wang Jap. So-5) ; this Lute he presented to his pupil Hitomi 
Chikudo, and for some generations it was preserved in . Hitomi^s family. '■ 
At present it seems to have been. lost. , Thirdly a Lute called- Wan-ho- 
sung Jap. Mankakusho), preserved in the Gion temple in Mito. 

Further Shin-etsu taught his pupils how to make Lutes themselves. 
These Japanese-made Lutes are built from kiri wood, the same material 
as the Japanese koto is made of. Instead of the coat of cement of the 
Chinese Lutes, the Japanese ones are covered with ordinary lacquer. 
This has the advantage of not being affected by the humidity of the 
Japanese climate ; but on the other hand such a coat does not develop 
those tiny cracks {tiian-win ; see above, Appendix III), which give the 
sound-box of an antique Chinese Lute its peculiar beauty. Of these 
Japanese-made Chinese Lutes many are still preseiwed. I have in my 
collection seven specimens, which are in good condition and show in- 
teresting inscriptions. They are easily distinguishable from genuine 
Chinese specimens by the lacquer coating, and by the fact that the tuning 
pegs {chm .#), are much shorter than those of the Chinese ones. This 
is because the Japanese Lute players rarily had a real Lute table (which 
has a special cavity for the pegs), and usually played the Lute either on 
an ordinary low table (see ill. I), or on the floor. 

Later Japanese Lute players often could obtain real Chinese Lutes 
from the Chinese in Nagasaki. Occasionally among the Chinese living 
there, or passing through, there were some who could play the Lute. 
But probably they were not great virtuosi. Nagasaki pictures often show 
Chinese playing the Lute, usually accompanied by other stringed instru- 
ments, and serving to enliven a diner party (ill. II and III). This fact alone 
shows already that those Chinese Lute players were no real experts, for such 
would certainly not thus offend against the rules for the Lute player. 

Through Shin-etsu’s teachings, and by studying Chinese books on 
the Lute, Japanese players became also acquainted with Lute ideology. 
It is not without interest to observe how in Japan with regard to Lute 
ideology there arose controversies similar to those found in China. 

In chapter III, section 3 above we have seen that Lute players of the 
Confucianist school denied Buddhist priests the right to play the Lute. 
Now in Japan about half of the Lute players were Buddhist priests, and 
Japanese Lute tradition is founded upon the teachings of Shin-etsu, a Zen 
priest. The famous doctor of Chinese medicine Murai Kinzan (see 
below) took exception to this. He learned the Lute from, a Chinese scho- 
lar who passed through Nagasaki, and claims to have the only real Lute 
tradition. In the colophon to his (see below) he says : 
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The Lute is the great instrument of the Holy Sages, it includes all music. 
Of those things that the Superior Man has always with Mm, the Lute is 
dearest to him,^ he does not suffer to be separated from it (quoted from 
Feng-su-fung-iy see above, chapter III, section 4). The Way of the Lute 
which in the Middle Age flourished in our country has now become 
lost. The methods of the Lute as now practised in our country are 
all based upon the teachings of the two priests Shin-etsu and Manso 
(see below) ; their methods for the greater part are those used by vulgar 
people of the Ming and Ch’ing periods. How could these two 
priests know the difference between elegant and vulgar? Therefore I 
did not relish the way these two priests play the Lute, and for myself I 
have sighed over this for a long time. But traveling to Nagasaki, I met 
a Chinese called P’an Wei-ch’uan, and he taught me how to play the Lute, 
and the finger technique’ 

mm- 

But Murai Kinzan’s case is an exception ; the 
majority of Japanese Lute players followed the tradition established by 
Shin-etsu. 

Shin-etsu’s pupils spread the study of the Lute over the entire coun- 
try. First the kingaku flourished among people of taste in Edo, roughly 
from 1770 till 1780. Its heighday falls in the subsequent Kansei and 
Bunka periods (1789-1817). During this period playing the Chinese 
Lute developed into a veritable craze : everyone who wanted to show his 
interest in elegant literary pursuits studied this instrument, and wrote 
essays and odes in praise of its music. It was especially favoured by 
those in direct contact with Chinese studies, such as the jukan the 
Japanese sinologues in the service of the Shogun, and by the so-called 
tai-i the doctors of Chinese medicine attached to the government. 
And further by all who were attracted by exciting novelties. Therefore 
we need not be astonished to find among these Lute enthusiasts also 
some rangakusha students of Dutch learning. Many Japanese 

Lute students soon dropped this subject, but there were also not a few 
more serious musicians, who carried their study through with great en- 
thusiasm. Some even devoted their whole life to this music. 

This sudden flourishing of the Chinese Lute in Japan becomes quite 
understandable when one thinks of the fact that the Japanese scholars 
realized, that now at last they had obtained the real Chinese Lute, the 
name of which had been familiar to them for so long through their studies 
of Chinese literature. For as has been pointed out above, there can 





A musical sceance in the Chinese Factory at Nagasaki. One Chinese is playing the Lute, while his 
Iriends accompany him on guitar, mouth-organ and flutes 

Part of a Japanese picture scroll, now in the library of the Imperial University at Kyoto. 
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be no doubt that even as late as the Tokugawa period the greater' part 
of Japanese lovers of Chinese studies fondly'. believed that the; character 
kin ^ in Chinese texts stood for an instrument very much like the^ Ja- 
panese' koto. This is proved by an inspection of Japanese illustrated edi- 
tions of old Chinese books: there one regularly sees old Chinese poets 
playing upon the Japanese kotol 

The seven-stringed Lute however was too typically Chinese ever 
to become really a part of Japanese life. The music of the Chinese Lute 
is based upon principles fundamentally different from those underlying 
Japanese music, and moreover its study presupposed a solid knowledge 
of the Chinese language, both written and spoken. As is well known, 
the Japanese have evolved a special way of reading Chinese texts, consist- 
ing of paraphrasing the Chinese in the Japanese vernacular ; in this pro- 
cess the order of the words is drastically changed. As the text of the 
Lute melodies could of course only be sung in the Chinese way, the 
Japanese Lute player, when wishing to accompany his play by singing, 
had to learn how to read the text in the Chinese pronunciation. In Japa- 
nese handbooks for the Chinese Lute, the Chinese pronunciation is 
added to the characters of the text in kandf^. It goes without saying that 
thus the text became meaningless to the average Japanese hearer. As 
a reaction to this, the Japanese Lute player Urakami Gyokud5 (details 
below) composed purely Japanese- texts for the Lute melodies. It seems 
that shortly after the introduction of the Chinese Lute into Japan by 
Shin-etsu, efforts were made to adapt the Lute to Japanese music. The 
Cyokudo^-zosho-kinfii (see below under No. 14) says : ‘ Then it was 
asked: Onoda Tozen (see below No. 7) used to play Japanese songs 
on the Chinese Lute ; but fearing that this was contrary to the principles 
of Lute ideology, he did not show these attempts to others. Have you 
heard about this ? I answered : In the Kambun period (1661-1672), the 
naturalized priest Shin-etsu stayed at Mito ; he excelled in playing the 
Lute. Onoda Tozen continued his teachings. The Shogun ordered 
the official musician Tsuji Buzen-no-kami together with Onoda Tozen 
to work out Chinese Lute versions of Japanese songs. When these 
versions were ready, they were played in the palace of the Shogun’ 

xm, s. mitm 

mmmykMy mmw. 

These attempts, however, seem to have had but scant 

6) Thus the study of the Chinese Lute stimulated, just as the Chinese reading 
of Buddhist texts introduced by the Obaku sect the study of the Chinese spoken 

language in Japan. 
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success. , The , majority of Japanese Lute players aimed at singing the Lute 
melodies in as purely Chinese a way as possible. Some even especially 
went to Nagasaki, there to learn from the resident Chinese the real Chinese 
pronunciation (see below). 

With the Tempo period 1830-1843) it seems that the interest 
in the Chinese Lute decreased, and that its music ceased to be a subject 
of social importance. Henceforward experts on the Lute must be 
sought for in some isolated monasteries, and in some exclusive circles 
of retired scholars. With the Meiji Restoration in 1868 a crave for wes- 
tern things flooded the country, and later, in 1894, the Sino- Japanese 
war further decreased the interest in the Chinese Lute. In the begin- 
ning of this century the Chinese Lute had become a curiosity in Japan, 
and only very few people still knew how to play it. A final blow was 
the Great Earthquake in 1923, when numerous Lutes in private collec- 
tions and. curio shops were destroyed. It is only in recent years that 
Japanese musicologists again are taking an interest in this charming 
instrument, that for two centuries w^as so intimately connected with 
cultural life of the later Tokugaw^a period. 

^ ^ 

The materials regarding the transmission of the Chinese Lute in 
Japan have never been assembled. Japanese sources occasionally give 
short lists of well-known teachers and their pupils, but none of these can 
make any claim at completeness. For more than four years I have 
been trying to supplement these lists. Some facts I discovered in pre- 
faces or colophons to Japanese books and manuscripts on the Chinese 
Lute, some on tombstones of Lute players, some in the works of Tokugawa 
sinologues, and some in inscriptions on Japanese-made Chinese Lutes. 
Finally I collected some minor data during a stay at Nagasaki. I have 
tried to assemble these scattered materials, and at last succeeded in piec- 
ing together a historical table of the transmission of the study of the 
Chinese Lute in Japan, which is presented here. It is still far from 
complete, but yet it contains more materials than any of the Japanese 
tables I know of. Each of the persons tabulated is briefly discussed, 
and their activities with regard to the study of the Chinese Lute are given 
in outline. A perusal of this list may give the reader a fairly correct idea 
of how, and by whom, the Chinese Lute was studied in Japan, and 
what was its cultural significance. 

The most important sources were the following. 

a. A manuscript entitled Kzngaku-denju-ryakkei ‘ An 

outline of the tradition of Kingaku written by the Japanese Lute expert 
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Shinrakii Kaiis5 (see below, no. 20), and dated 1813. The text of this 
manuscript, that was appended to a Japanese manuscript-extract from the 
well-known Chinese ch’in-pu CKm-hsileh-hsin-sheng Chuang 

Chen-feng author’s preface dated 1664), I have published in my 

article Chinese literary music and its introduction into Japan (Commemora- 
tion volume for Professor Muto, Nagasaki 1937). 

b. An essay by the Japanese .sinologue Nakane Shuku (4j} 1SIS> lit- 
name Kotei 1839-1913), entitled Shichigenkin-no-denrai 

This essay is to be found in his posthumously edited works, the Kdtei-ibun 
edited by Shimbo Tokyo 1916, pp. 442-456) 

c. A list entitled Kinky okii-sdden-keifu to be found in 

the Toko-zenshu n, leaf 61. 

d. Two manuscript albums, now in the collection of the Japanese 

scholar Nakayama KyQshiro In these albums several membei's 

of a Japanese association of Lute lovers, that in the eighties gathered in a 
temple at Edo, under guidance of the Lute master Kodama Kuku (see 
below under no, 19), wrote down essays and poems on the Lute, stray 
notes on the study of the Lute, tunes in notation, etc. Each member 
wrote himself, and attached his seals. Thus these two albums, though 
small and badly worm eaten, contain valuable materials. 

I have divided my list into tw^o parts. The first I call naiden 
‘ inner tradition ’ ; this is the line of Japanese Lute players headed by 
the priest Shin-etsu. The second, which I call geden ^i|t ' outer tradi- 
tion contains those Japanese Lute players who learnt the Lute from 
Chinese lay-men. 

Naiden^ the Inner Tradition 

1. SUGIURA KINZEN named Masamoto lEli, a Con- 

fucianist scholar attached to the Bakufu. He seems not to have pub- 
lished any literary works, and is chiefly known as an expert on the Chinese 
Lute. He was first taught the Lute by Hitomi Chikud5 (see below no. 2), 
then continued his studies under Shin-etsu himself. He carefully col- 
lected the various tunes taught by the master, and after ten years study, 
in the Hoei period (S* 7 X, 1704-1710), published a handbook for the Lute, 
called after the master Toko-kinfu The first preface to this book 

is written by the famous Director of the Tokugawa Academy’'^ (the 
Seid5 ME)> the sinologue Hayashi Hoko 1691-1732) ; further 

7) For details about this Academy, known as the Shoheimka-gakumonjo 
|/f, cf. 1113 ^ article Kakkaron, a Japanese echo of the Opium War, in : Monumenta Serica. 
voL IV (1939), no. 2. 
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there is a preface by the Japanese Lute player Hitomi Togen (see below 
no. 3), and by the scholar K5 Gentai 1640-1732). Ko Gentai was 

of Chinese descent, his grandfather being a Chinese from Fukien Province, 
interpreter at the Chinese office in Nagasaki ; Gentai was known as an ex- 
cellent calligrapher. The Toko-kinfu gives a. number of minor Lute 
melodies in simple setting. As shall be seen below, this handbook was 
reprinted several times. I may mention here already, that the edition of 
1827 is the easiest to obtain. This edition, in three volumes, contains 
about twenty tunes ; all have the words added to the notation, and the 
Chinese pronunciation is indicated in the Japanese 7j<2tete;2^-syllabary. 
The famous calligrapher Nukina Kai-oku 1778-1863) added a 

preface, and the Lute player Kojima Hyaku-ichi (see below no. 15) wrote 
a colophon. The latter says that this edition goes back directly to manu- 
scripts collected by Shin-etsu’s pupils. 

2. HITOMI CHIKUDO Amm, 1620-1688; named Setsu 
styled Gikei other name Yugen ; lit. names Chikudo and Kakii- 
zan ISlh- Originally he was a doctor of Chinese medicine. Afterwards 
he concentrated upon Chinese literary studies, and was appointed ajukan 
Confucianist scholar in the service of the Shogunate. As such he 
was ordered by the Shogun to assist Hayashi Shunsai ^Iso known 

as Gaho gii®:, 1618-1680), head of the Seido (see above) in compiling the 
Zoku-honckd-tsugan a historical' work. 

Chikudo is considered the greatest of Shin-etsu’s Lute disciples. He 
must have started the study of the Lute very soon after Shin-etsu’s arrival 
in Eastern Japan, for in 1685 his relations with the master were so inti- 
mate, that Shin-etsu presented him with a Ming Lute. On this occasion 
Chikudo wrote the following note : ' Toko-zenji presented me with an 
antique Lute, saying : I wished to wait till I would meet someone with 
a true understanding of music, and then (give him this Lute and) at the 
same time transmit its Way. Now, having met a man of elegant tastes, I 
feel I must give him this Lute I was deeply moved by these kind words 
and felt it was more than I deserved. Now this Lute has inside the up- 
per hole an inscription of some tens of characters, saying that it was 
made in the year 1564, that is 121 years hence. That this object has 
lived through such a tumultuous period in Chinese history, and, escap- 
ing the vicissitudes of war, landed in this country, this means that a pro- 
pitious fate watched over it. I wished to engrave an elegant name on its 
bottom board, and asked the master for one. He named this Lute Yiin- 
ho-then-lai, and below I engraved a seal reading H6ng-hua.®^ This Lute 

8) H6ng-hua ' Flower of the HSng-fief ’ ; apparently this Lute was made by the 
Prince of H6ng, famous as a Lute builder ; cf. appendix III above. 


Historical table of the tradition of the Chinese Lute in Japan 


I, Naideii : the Inner Tradition 


A. Toko-zenji 


1. Sugiura Kinzen 
I 


I 

7. Onoda Tozen 


8. Shimpd-zenji - 


"9. Suzuki Ran-en 


10. Shitara Junjo 13. Taki Rankei 18. Koda Shizen 27. Sugiura Baigaku 29. Donku 

■1 

29. Nagata Rado 

n. Ranshitsu 12. Ando Ikuji 


17. Nakamura Tai-o 14. Urakami Gyokudo 16. Katsuragawa Getchi 19. Kodama Kukii 


30. Setsudo 15. Kojima Hyaku-ichi 

^ j 

i i 

31. Inoue Chiku-itsu 32. Mega Yuso Lute Association 


33. Matsui Yuseki 34. Imaizumi Yusaku 


20. Shinraku Kans5 

21. Suzuki Hyakuto 

22. Shinomoto Chikudo 

23. Sugimoto Ka-en 

24. Okajima Rampo 

25 . Y amamoto T okuho 


26. Takakura Yui 


A. 


II. Geden: the Outer Tradition 

B. 


1. Chu Shun-shui 

. I 

(Ando Sei-an) 


2. P’an Wei-ch’uan 


4, Fei Ch’ing-hu 

1 

i 

5. Kikusha-ni 


2. Flitomi Chikudo 

J 

3. Hitomi Togen 

4. Kashuya Shichibei 

5. ToLo 

, I 

6. Komazawa 


B. 35. Manso 

! ■ 

36. Sato Mosai 


3. Murai Kinzan 




I regard as a treasure of my house SB? 
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In Chikud5’s family the Lute tradition was continued, his first pupil 
being his son, Hitomi Togen, 

3. HITOMI TOGEN named Gin style Ro-nan 

He was taught the Lute by his father, and inherited from him Shin-etsu’s 
Lute So-6, and instruments for building Lutes. He also was a Chinese 
scholar, but little is known about his workings. 

4. KASHUYA SFIICHIBEI studied the Lute under 

Hitomi Chikudo. Little is known about him, except that he was a mer- 
chant of Edo, a dealer in antiques, with a great interest in music. Some 
sources say that he also studied the Lute under Onoda T5zen (see below, 
no. 7). 

5. TOCHO styled Choko also Shishuku UM ; Ik* names 

Shoka-dojin also Goteki-sannin 3£SittA) and Katei-d5jin ^^^A- 

Well-known painter, poet and engraver of seals. During the Tenmei 
period 1781-1789) he published a book with imprints of seals carv- 
ed by him. He w^as a great lover of the Chinese Lute, having been taught 
by Kashuya (see no. 4), and also by Kodama Kuku (see below, no. 19). 
There is preserved an interesting manuscript by his hand, an essay written 
in Japanese, and entitled Kinden-setsu ; its date is 1782.^^ Here 

he first gives an outline of chfin ideology, and then goes on to discuss the 
transmission of the Lute in Japan. He says that during a stay at Naga- 
saki, he was taught the Chinese way of reading poetry by a Chinese there, 
Kung Yiin-jang MZMy lit. name Hsiian-chai Thus he could ac- 

company his playing on the Lute with singing the Chinese poems. It is 
of interest to note that he explains his lit. name Goteki 551M ^ The Five 
Inclinations as referring to his love for the Lute, poetry, calligraphy, 
painting, and cutting seals 

6. A certain KOMAZAWA Of him we know only that he 

was a man from Susaka in Shinshu (®;f‘H, and that he studied the 
Lute under Chikud5. Yet he must have played some role among players 
on the Chinese Lute, for several sources mention his name. 

7. ONODA TOZEN 1684-1763. Named Empo mS 

(other sources give Teihin ^ek), also Kunimitsu ; lit. name Tozen. 

9) This essay was published by the contemporary scholar Mimura Seisaburo 
in the Japanese monthly Sho-en vol. II no. 1 (1938), under the title 

Go teki-sensei’-kinden-seUu 2l 


Chiefly famous as an expert on the. Chinese Lute. He studied the Lute 
under Sugiura Kinzen, of whose family he was a hereditary follower. 
He is said to have had hundreds of pupils, who under his guidance made a 
study of the Chinese Lute. Once the Tokugawa Shogun Yoshimune 

1677-17S1) summoned him to his court, and made him play for him 
the Chinese Lute. 

8. SHIMPO-ZENJI no details known. 

9. SUZUKI RAN-EN 1741-1790 ; named Ryu tl, style 

Shi-un Originally a doctor of Chinese medicine, a disciple of the 

famous doctor Asai To-nan 1706-1782). He was an eager stu- 

dent of Chinese literature, and especially made a study of Chinese music. 
In 1816 there appeared at Osaka a book by him on musical theory, en- 
titled Ritsiiryo-bensetsii He studied the Chinese Lute under 

Shimpo-zenji (above, no. 8), and published in 1772 a small edition of the 
Tdkd-kinfuy in one volume. An advertisement on the last page of this 
book says, that another study by him on the Chinese Lute, entitled Kin- 
gaku-keimo is also going to be published. I have, however, never 

come across printed editions of this book ; but I obtained a finely calli- 
graphed manuscript copy. Ran-en himself also built Lutes. The 
Kinsan-kinroku (see below, Geden No. 3) on leaf 8 mentions a Lute call- 
ed Hsiian-hsiang :g||, built by Ran-en after the model of the T'ang Lute 
preserved in the Horyuji. The inscription in the upper hole runs : 
' Copy of a Lute of the lUai-yiian period (713-741), preserved in the 
Horyuji in Yamato. Made by Minamoto (the original name of Ran-en) 
Ryu, from Ky5to in the autumn of the year 1784 ’ 

10. SHITARA JUNJO a man from Edo. With four Lute 

players described hereafter (No. 13, 18, 27 and 29), he belonged to the 
most famous Lute disciples of Onoda Tdzen. Unfortunately I could 
find no further details about him. 

11. RANSPIITSU 11^, the best known Lute pupil of Shitara Jun- 
jo. He was abbot of the Shinryu-ji Mtl#, a temple in Asakusa 

at Edo. In his later years he fell ill, and became blind ; but this did not 
prevent him from continuing to teach the Lute. This he only stopped 
when his end drew near, and he lost the power of speech. 

12. ANDO IKUJI nothing knowm, except that Shitara 

Junjo considered him one of his best pupils. 

13. TAKI RANKEI 1732-1801, named Motonori also 

Yasumoto styled Chumei ; lit. name Rankei, also Eiju-in 
Famous doctor of Chinese medicine, attached to the Shogunate. Well- 
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known as a student of Chinese literature, and especially well-read in old 
Chinese books on medicine. He studied the Lute under Onoda Tozen, 
and himself had many pupils who became well-known as experts on the 
Chinese Lute. 

14. URAKAMIGYOKUDOjiJ^Sg, 1745-1820, style Kun-pom 
lit. names Gyokudo and Bokusai gW- A famous painter in the Chinese 
style from Kyoto. He was an enthusiast performer on the Chinese Lute, 
and was taught by a direct disciple of Taki Rankei. He published a 
handbook for the Lute, entitled Gyokudd-sdsho-kinfu m one 

vol., published at Kyoto in 1791. This contains fifteen tunes, with the 
Japanese text of the melodies written out in manyd-gana «««, a more 
elaborate style of the Japanese syllabary hiragana. From these tunes it 
appears that Gyokudo made conscious efforts to give the Chinese Lute 
a more Japanese character, for all of the tunes are purely Japanese , I 
cite titles as Aoyagi Ttffl, Sakurabito fSA, Ise-no-umi mm, Umegae fiS, 
etc. Some of these tunes are meant to be played by a duo of the Chi- 
nese Lute and the Japanese koto After the prefaces this book 

gives some stray notes on the history of the Chinese Lute in Japan ; they 
are in dialogue form, and bear the title Tomon-hassoku On leaf 

7 of this section Gyokudo explains why he tried to adapt the Chinese 
Lute to Japanese music. He says : ‘ Master Rankei (see under no. 13) 
studied the Lute under Teihin (i.e. Onoda Tozen, see no. 7). Visiting 
Edo on an official mission, I met master Rankei, and asked him to teach 
me the Lute. Later, however, I thought by myself ; the words of the 
tunes taught by him are all pronounced in the Chinese way, so that people 
who hear these songs can not understand them. Not understanding them 
they are not influenced by them. Not influencing the hearers, this music 
can not be used for teaching them ’ 

mwm, 

From an introductory note to this book, Gyokudo-kinki it ap- 

pears that the author obtained an old Chinese Lute, that was made by 
the Ming scholar Ku T’ien-su style : Yiian-chao 7B0H) ; m the 

Kambun period {mx 1661-1673); this Lute was brought to Nagasaki, 
where it came into the hands of the Chinee interpreter Liu I-hsien m 
m. When Urakami finally obtained this instrument, that was ca ed 
Reiwaig^n, and further bore the seal Gyokudo-seiuns^it^, he called 
his study after this Lute, i.e. Gyokudo. Gyokudo was buried in the 
Honnoji at Kyoto. When this temple burned down, his grave was 
replaced by a simple stone monument, that is still to be seen today. 
On the two pillars the characters Reiwa are engraved. Further there 
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Still exists a stone tablet, erected in his honour on the place where he 
used to live, now the grounds of the Horinji in the outskirts of 

Kyoto. I visited this place in 1937, and made a rubbing of this 
inscription, written out by the famous Japanese scholar Rai Sanyo (®fi| 
1780-1832) The contemporary painter Hashimoto Kansetsu 
^ published in 1924 a magnificent volume with reproductions of Gyoku- 
do^s paintings, entitled Gyokiidd-kimhi-iboku-shu It opens 

with a painting by Gyokudo’s son, which represents the master with his 
beloved Lute on his knees. To this book there is added a treatise called 
Urakami-gyokudd-jikd where one will find full details about 

his life and his Lute. 

15. KOJIMA HYAKU-ICHI mw- 1778-1835 ; named Ki # ; 
lit, names Horin a# and Teiseki He is the best known of Urakami 
Gyokudo’s pupils on the Chinese Lute. He is described as a man of ele- 
gant tastes, learned in Chinese literature and a great calligrapher. His 
colophon to the Toko-kinfu (see above, under no. 1) is written in excellent 
li-shuy the so-called chancery script. 

16. KATSURAGAWA GETCHI 1751-1809 ; named 

Hoshu A doctor of Chinese medicine, physician to the Shogunate. 
Getchi was a rangakusha a student of Dutch learning, and one of 

the great pioneers of the introduction of western medical science into 
Japan. As a Lute player he belonged to the school of the other famous 
doctor, Taki Rankei. 

17. NAKAMURA TAIO named Teiko style Shiken 

He also belonged to the Lute school of Taki Rankei, and seemed 

to have enjoyed considerable fame as a Lute expert. Unfortunately little 
is known about him. 

IS. KODA SHISEN died 1758 ; named Chikamitsu 

A famous mathematician in the service of the Shogunate. He studied 
mathematics under the well-known Nakane Hakuzan (4iSQilr> 1662- 
1733), and w^as an excellent performer both on the Chinese Lute, which 
he learned from Onoda Tozen (above, no. 7), and on the Japanese koto. 
He is said to have published a book on the Chinese Lute in 8 ch., contain- 
ing 48 tunes ; this, however, I have never been able to discover. In his 
family there were preserved all instruments for building Lutes, and for 
making the silk Lute strings, copied after originals that had belonged to 
Shin-etsu. 

19. KODAMA KUKU 1734-1811 ; name Shin tR, style 

Mokuho (not to be confused with the Chinese scholar Kodama Ki- 

zan who was also called Shin, but those dates are 1801-1835). 
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A scholar known for his refined tastes, who published many books be- 

tween 1750-1770. He studied the Chinese Lute under Koda Shisen. 
He lived in Ushigome-ku ; nowadays written -tliix), a quarter in 

Edo. There he organized in a temple called Anyoji Teramachi 

regular meetings of Japanese lovers of the Lute. These meetings 
were attended by a great number of people, over a hundred in all. Most , 
famous among these was Shinraku Kafiso (see below, no. 20), who drew 
up a document regulating these meetings. Later Kuku changed his 
family name from Kodama into Shukutani Kuku also studied dili- 

gently Chinese ch’in-pu. I possess a manuscript, copied after the ori- 
ginal manuscript by Kodama, which contains extracts from ih& Ch in- 
ching, by Chang Ta-ming (cf. Appendix 11, no. 5). In Kodama s preface 
he says that he compiled this manuscript because he found many discre- 
pancies in the explanations of the finger technique in various Chinese 
ch’in-pu. 

20. SHINRAKU KANSO called Tei style Shiko ±m, 

lit. name Aikendo Originally he was a samurai in the service of 

the Bakufu, but later turned to literary and musical studies. He learned 
the Lute from Kodama Kuku, and seems to have been one of the promi- 
nent persons in the Lute meetings at the Anyoji, mentioned above. It 
was he who drew up the rules for these meetings. This document is 
reproduced in the Shichigenkin-no-denrai by Nakane Kotei (see above) ; 

I translate it below, as it gives a good impression of the atmosphere sur- 
rounding the Chinese Lute in Japan. 

‘ In former days Ssu-ma Kuang (HMJt, the great Sung scholar, 
1019-1086) and his friends organized the CMn-shuo-hui^°'‘ True Sim- 
plicity Gathering ” ; those attending were served only a couple of times 
coarse rice and unstrained wine. From this it may be seen what was the 
mental attitude of the former sages : although they were honoured and 
wealthy, they were frugal and they restrained themselves, they did not 
indulge in common habits and prodigality. Now we have concluded a 
pact among ourselves, following this example. We are poor, and we can 
not afford luxury, and by nature we are averse of affectation and pomposity. 
So by necessity we conform ourselves to the spirit of true simplicity. 
Accordingly we have drawn up the fojlowing articles (ruling oui ute 

community). 

1. Members. These are the regular members of our community. 

^ Chen-shuo-hui, originally the name of an official banquet 
Chin period. SsO-ma Kuang thus called his Hterary gatherings, where elegant taste 

was preferred to lavisH entertainment. 
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But also casual members are welcome, provided they are not vulgar. Only 
those who presume upon their dignity and boast of their wealth, and 
those without learning shall not be admitted. 

2. Time. Every month there shall be one or two meetings, but 
only on holidays. Wind or rain shall make no difference. We shall 
gather between 9 and 11 in the forenoon, and separate between 5 and 7 
in the afternoon ; the meetings shall not be protracted into the night. 
Those who are late or fail to attend shall not be punished. 

3. Place. The Anyo temple in Ushigome. If necessary this place 
may be changed, but only for a Buddhist temple or a country retreat, far 
from the noise of the multitude. 

4. Implements. Tea and cakes, two Lutes and two Lute tables. 
If on a certain day there is present some one with much money, besides 
wine, fruit and some light dishes shall be allowed. 

5. Business, Next to playing the Lute : compose poetry and read 
books, write characters or paint, sing songs or play on other stringed in- 
struments and flutes, according to each member’s individual taste. But 
when many people meet, the conversation is liable to become noisy. 
When the talk is about the Chinese Classics, or when literary compositions 
are discussed, this of course is always elegant. Also it will be allowed to 
talk about abstruse things, and to criticize vulgar customs. Only talk 
about official matters and on commercial affairs, this shall be strictly pro- 
hibited. 

When this pact had been drawn up, I reported it to the master, and the 
master approved of it. But we consisted only of guests, and there was 
no host ; thus, although we aspire at great simplicity, yet there must be 
some one who sees to the tea and cakes. A member said : What about 
each time two members serving in turn The master said this was all 
right. Then I drew up the following list^^^ of members regularly attend- 
ing our meetings. 

Drawn up by Shinraku Tei, in 1789 ’ 





11) Nakane Kotei, when copying out this pact, unfortunately left out this list, which 
will have contained valuable materials for our knowledge of the Japanese Lute players 
of that time. 
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This pact is evidently made after the model of Chinese ‘ Covenants 
for the Spiritual Community of the Lute ’ (see above, ch. Ill, section 4). 

The meetings in the Anyo-ji lasted for about twenty years. About 
1825 most of its members had died or were dispersed, and only a few re- 
mained. Cf. the charming essay by Sugimoto Ka-en, translated below 
sub no. 23 of this list. 

It was also Shinraku Kanso who, in 1813, wrote the Kingaku-denju- 

ryakukei,. mentioned above. _ 

He traveled about widely in Japan in search for old Lutes, and he 
saw the relics of Shin-etsu in the Gion temple, at Mito. In 1797 he 
visited the old Chinese school, the Ashikaga-gakko and there 

copied out a manuscript on the Lute by Hitomi Chikudo. Later he 
traveled to the Hokkaido, the extreme north of Japan. At Hakodate he 
obtained an old beam from a government building ; from this he made 
the upper board of a Lute. Then, at Matsumae ®®|, he obtained a beam 
of wood called in the Matsumae dialect Ramani said to mean on- 

koto 'm ‘ honourable Lute ’. Using this wood for the bottom b^rd, 
he built a Lute, which he took with him to the island Etoro ^ 

was in 1807, just when the Russian commander Khvostov made raids on 
Sachalin, Naiho and Shana in the general confusion this Lute got 
lost. In 1811, however, Shinraku again found it in the house of a Japa- 
nese gentleman in West Japan ; a Japanese ship that was in the north 
during the Russian raids had brought the instrument 'back ! On this oc- 
casion Shinraku wrote an enthusiast note, stressing thatthe instrum ent 
of the Holy Sages is protected by Heaven against barbarian invasions 

and the vicissitudes of the ocean. i r 

21. SUZUKI HYAKUTO another prominent member ot 



the Lute association of the Any5 temple. , r t- j 

22. SHINOMOTO CHIKUDO also a pupil ot Kodama 

Kuku. His name was Ren |g, his style Shi-on He was known as a 

sinologue, who flourished in the beginning of the Meiwa period {mm, 176^ 
1771). Shinomoto was no mean Chinese stylist: Prof. Nakayamas 

and the United States 1790-1853, in : Transactions of the 


12) CL Ssksimski, Japan 
Asiatic Society of Japan, vol. XVII (1939), page 


manuscript album (cf. sources quoted above, sub d.) contains an essay 
by him, entitled Hanshu-yayuki which is written in excellent 

Ghrnese. 

23. SUGIMOTO KA-EN named Chu-on style Ry5- 

a physician attached to the Shogunate. He was a prominent 
figure in the Lute association of the Any5ji. In 1828 he wrote a preface 
to a manuscript Lute handbook compiled by Yamamoto Tokuho (see be- 
low). There he refers to the meetings in the Anyoji, which by then had 
well nigh come to naught. iVs this preface gives a good insight into the 
spirit in which those meetings of Lute lovers were held, I translate it 
below. 

‘ In my younger years I studied the Lute under Kodama Kuku, and 
the priest Ranshitsu (no. 11). Among the pupils of Kodama there were 
Shinomoto Chikudo (no. 22), Shinraku Kanso (no. 20), Okajima Rampo 
(no. 24), and Yamamoto Tokuho (no. 25), all members of our Lute As- 
sociation, But Tokuho since his youth was most keen, and excelled all 
others in playing the Lute. Tokuho is named Rin, his literary name is 
Kakoku ; he is a man from Ushigome, in Musashi (i.e. Edo). 

Now I am a physician, I have to run hither and thither, and I can 
not follow my inclinations. Tokuho however has clearly wTitten out the 
transmitted Lute tunes, and having made them into a handbook, asked 
me to add a few words by way of a preface. 

The Lute stands for the music bequeathed by high antiquity. One 
must have hills and mountains in one*s breast, and one’s belly must be 
full of ink (i.e. one must be a cultured literatus), before one may touch 
the Lute. For its elegant tones can not enter the ears of a vulgar person. 
Now Tokuho’s work is violent, his occupation is vulgar in the extreme, 
he being a so-called unmounted police-officeF^^. In the presence of 
others his conversation is tasteless, and his features are unattractive. 
But when Tokuho has one moment of spare time, he reads books and 
plays the Lute, happily giving himself over to this music. He would 
not exchange his lot for that of the greatest men in the realm. How 
could it be otherwise ? His refined disposition and his aloofness from 
earthly things can be judged hereby. 

Now I for one am old and stupid, thirty years I have toiled in official 
life. Going back in my thoughts to past times, I realize that the trees 

13) kacht-yorikL The yoriki were police officers in the service of the Ba- 

kufu. Constantly mixed up in brawls of unruly samurai, and implacable persecutors 
of ail partisans of the opposition to the Tokugawa government, they formed a much 
feared but greatly despised class. 



)n the graves of Kuku and Ranshitsu have grown, while all the menders 
)f our Lute association, one after the other, have passed away. ny 
[ and Tokuho are still hale and hearty. Alas, human life is transitory, 
ike a dream or like an illusion. Union and separation follow no fixed 
rales, sadness and mirth alternate with each other. Therefore I am 
^lad that I and Tokuho are still in full health. This by way of a preface. 

" Written by Sugimoto Ryo, called Chu-on, in the autumn of 1828. 

TiMhiftS. 
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24. OKAJIMA RAMPO miMMy another prominent member ot 

the Anyoji Lute association. ^ ^ ^ 

25. YAMAMOTO TOKUHO one of the leaders ot the 

Anyoii gatherings. Above (sub no. 23) the character of this police offi- 
cer with elegant tastes has already been described. The manuscript 
^Ihiirns of Prof. Nakayama give many examples of his literary activities. 


26. TAKAKURA YUI m^mW, a pupil of Yamamoto Tokuho, 

who collected the tunes taught by him. 

27. SUGIURA BAIGAKU 1734-1792 ; named Kai -R, 

style ShiyS ; lit. names Baigaku and Gengai A man of scho- 

larly interests from West Japan. Having come to Edo, he learnt the 
Lute from Onoda Tozen (see no. 7). Returned to W. Japan, he there 

continued the tradition of the Lute. , c-l- 

28. NAGATA RADO named Ikei %%m, style Shiran T-M' 
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Originally a merchant, later he devoted himself entirely to the stud}" of 
the Chinese Lute. He traveled extensively in Japan, everywhere search- 
ing for old Lutes, and teaching the art of playing it to a great number 
of scholars and noblemen. He started his studies of the Lute under 
Sugiura Baigaku, and continued them until his death, at the venerable 
age of 70. 

29. DONKU abbot of the Shorinji in Fukagawa 

at Edo. Another pupil of Onoda Tozen. 

30. SETSUDO 1782-1842; named Chizangghi, lit. name Chokai 

Chief priest of the Gansenji a temple in Dewa north 

of Tokyo. He started his studies of the Chinese Lute in Nagasaki, 
and afterwards was taught by Rado (no. 28), and by Nakamura Tai-5 
(no. 17) Round 1828 he settled down in Osaka, and assembled many 
pupils, teaching them the Chinese Lute and calligraphy. 

31. INOUE CHIKU-ITSU called Genzo foremost 

pupil of Setsudo. He must have been a musician of importance, for he 
is mentioned in many sources. Unfortunately I could discover no fur- 
ther details about him. 

32. MEGA YUSO 1826-1896 ; lit. names Teizai ftlf, 

also Sanyu-z5ro A doctor of Chinese medicine, born at Osaka, 

in a wealthy family, where many old Chinese books and manuscripts 
had been preserved. He himself being a voracious reader, he greatly 
augmented this collection, which he left to the Sumiyoshi Shrine 

at Osaka (later this shrine presented the books to the Osaka Library). 
He studied the Chinese Lute under Setsudo, and collected seven antique 
Lutes. He is further known as a painter and poet. 

33. MATSUI YUSEKI named Ren A distinguished 

Lute player of Edo, pupil of Inoue Chiku-itsu. He possessed a dress 
of a Ming oiEcial, and used to play the Lute, clad in this garb. 

34. IMAIZUMI YUSAKU 1850-1931 ; lit. name Mugai 

The last great Japanese performer on the Chinese Lute, a well- 

known scholar and connoisseur. In 1877 he went to France, and worked 
in Paris under the great art-historian Guimet, in the Museum for Far 
Eastern Arts. After a stay of six years, he returned to Japan, and was 
employed in the Ministry of Education at Tokyo. He occupied various 
posts in the Japanese museum world, e.g. Director of the Fine Arts 
Department of the Imperial Museum at Tokyo, thereafter Director of 
the Okura Museum {Okura-shuko-kan He learned the Lute 

from Inoue Chikuitsu, and eagerly collected materials for the history of 
the Chinese Lute in Japan, I have several manuscripts about the Chi- 
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nese Lute by him in my collection, and most of the books and manu- 
scripts in Prof. Nakayama’s collection bear his seal. 

35. MANSO other name Chiku-an a Chinese priest who 

played the Lute ; no further details known. ^ 

36 SATO MOSAI named Itcho -Si, a sinologue who 

learned the Lute from the priest Manso. No source gives his name, but 
there is preserved a book on the Chinese Lute published by him, the 
Kokin..eigi in 2 vols., publ. at Kyoto in 1746. To this book Man- 

so added a preface, which is printed in facsimile. This book pves a 
survey of the study of the Lute, illustrated with finely executed pictares. 
The greater part of these pictures are copied after those m the ang- 
ch’un-t'ang-ch’in-pu (see above, chapter V, section 3). 


Geden, the outer tradition 

1. CHU SHUN-SHUI Jap- Shu-shunsui, 1600-1682 ; name 
Tzu-yii T-;®, style Lu-hsii m, ht. name Shun-shui. Famous Chinese 
refugee at the Court of Mito ; he died just before Shin-etsu arrived there^ 
When he came to Japan, he brought some Chinese Lutes with him. e 
himself apparently was not a Lute player, but, as all Chinese scholars 
(and especially those of the Ming period), he had made a study of the 
Lute, and knew how it was played. Chu Shun-shui gave on of his 
Lutes a Ming specimen made by the Prince of I (I-wang SlE, see a ove 
Appendix III, figure XVI) to his Japanese pupil Ando Sei-an 
1620-1700), and he also presented him with some Chinese handbooks. 
These materials were preserved in Ando’s family, an latei they were 

studied by Murai Kinzan (see below). , 

2. FAN WEI-CH’UAN iiiiJll, a Chinese scholar who passed 

through Nagasaki, and taught the Lute to Murai Kinzan. 

3. MURAI KINZAN 1733-1815 ; named Shun ffi, styR 

Ta-nen ; lit. names Rokusei-dojin and Seifuku-dojin ifjg 

U) For Chu Shun-shui cf. E. W. Clement, Chinem refugees f ^ 

in Mito in : Transactions of the Asiatic Society of Japan, vol. XMII. His 
plete works under the title of Shushunsui-sensei-hunshu were pu “ ® 

Eermi-1715. at Edo, by the Mito clan. This beautiful block print, m 28 cK and 
Jt^pendix, now is scarce. Further there has been preserved ^ 

entfded Min-shuchdktm-shu compiled on the comrnand oj * ^ J ^ « 

7m In 1912 Inaba Iwakichi on the basis of these two collections published 

ifshuthuntui-zemhu in one stout volume. Tte ^ 

collection of materials regarding this interesting personality In 1913 the cmn 
SotoT’ang Shou-ch’ien pubUshed a Chinese edition of Chu Shun-shui s 

wLks, under the title of Shun-skui-i-shu ; this book is based upon Inaba 

edition. 


A doctor attached to the Shogunate, notorious for his ugly face. 
He was a great Chinese scholar, and an eager book-collector. Author of 
numerous books on medical subjects. Full materials about his activities 
as a student of the Chinese Lute are to be found in his book Kmzan-kin- 
fokti in one voL, publ. in 1806, by the Kenkaku-zambo fWliM. 

This nicely edited book opens with an autograph preface by the well-known 
Japanese scholar of Korean descent Ri-jun Japanese name Taka- 
moto 1738-1813), Then follows a section called Kindenki 
where the author relates how he studied the Chinese Lute. He was 
not satisfied with the tradition established by Shin-etsu, whom, being a 
priest, Kinzan deemed unworthy to touch the Lute. In 1785 in Nagasaki 
he met the Chinese scholar P’an Wei-ch’uan (see above), and from him 
learned the Lute. Therefore Kinzan considers himself the only Japa- 
nese who possesses the real Chinese Lute tradition. Then the author 
goes on to relate in great detail the history of the six Chinese Lutes in his 
collection ; they w^ere called Hsii-wei gg, Chiao-hsiieh Lan-ssu 
fM, Hsiian-hsiang Ku-yen -^0 and Hsiao-ssu He says that 
later he continued his studies of the Chinese Lute on the basis of the ma- 
terials of Chu Shun-shui, preserved in the family of Ando Sei-an. Fur- 
ther the book contains a number of Lute melodies in notation. It closes 
with a colophon by the author, and an autograph colophon by the doctor 
of Chinese medicine Oki Koj5 1741-1811). 

4. FBI CHTNG-HU a Chinese at Nagasaki. 

5, KIKUSHA-NI m(mH the Nun Kikusha, 1753-1826 ; lay 

name Tagami Michi Her husband having died young, she be- 

came a nun, and devoted her whole life to writing poetry and practising 
the tea ceremony. She left a collection of Japanese and Chinese poetry, 
entitled Taori-giku to be found in the Keishu-haika-zenshu 

publ. in 1922 by Katsumine Shimpu This nun was 

famous as a musician, and played the Chinese Lute. It is not clear where 
she first learned to play this instrument. But during a stay at Nagasaki, 
in 1796, she was taught by the Chinese Fei Ch^ing-hu. This Chinese 
also taught her how to read Chinese poetry in the Chinese way. The 
Taori-giku contains a poem presented to her by Fei Ch^ing-hu, together 
with a note, where Fei Ch’ing-hu praises her talents {Keishu-haika-zen- 
shu^ page 360). 
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Items in italics are titles of books, periodicals, etc. To personal names dates are 

added. Other names and technical expressions are briefly explained. 

In this index are also listed omissions and some new data that were discovered dur- 
ing the reading of the proofs. Also there were embodied here a few items that do not 
occur in the book, but which were thought to be of interest to the reader. Cf. especially 
I the items gramophone records, Hsiu-cUih4u, Uung-ku-ch*mn-sheng, Lute dimensions, 

i znd yin-ch\i. \ • r a 

For typographical reasons the ii and e in Chinese, the long o and u in Japanese, and 
the long vowels and cerebral consonants in Sanskrit words are not indicated; for the 
I correct spelling refer to the words as they occur in the text. 

Items given in the Table of Contents are not listed here. 



Aalst, J. A. van, 164, 165 
adrcya, becoming invisible, 48 
A glimpse of Japanese ideals, 182, 184 
Ai, the Emperor, 38 
Ak-hak-kzoe-pom, 100 (here inadvertently 
the Chinese transcription has been given 
instead of the Korean), 166 
Alchemy and other chemical achievements 
of the ancient orient, 45 
A list of musical and other sound producing 
instruments of the Chinese, 165 
Amiot, Father, 3, 15, 163, 164 
An annotated bibliography of selected Chi- 
nese reference zvorks, 117 
Anathapindada, garden of, 51 
Ando Ikuji, Jap. Lute player, 214 
Ando Sei-an (1620-1700), 223, 224 
Anyoji, temple at Edo where Japanese 
lovers of the Chinese Lute used to meet, 
217-220 

Arlington, L.C., 52 

Asai To-nan (1706-1782), 214 
Asaka Kaku (1656-1737), 202 
Asano Fuzan, head of the Gionji at Mito, 
204 

astasiddhi, the 8 magical powers, 48 
A Study of Chinese Alchemy, 45 


Backhouse, E., 189 

Bakufu, common term for the government 
of the Shogun, 202, 211, 220 
Beal, S., 51 


Bibliographic Cor eenne, 166, 203 
Biggerstaff, K., 117 

birds associated with the Lute, v. crane, 
geese, pheasant, phoenix 
biwa, Jap. four-stringed guitar, 182 
Bland, J. O. P., 189 
Bodde, D., 9 
Boodberg, P., 15 
Buddha, 51, 62, 65, 188 
Buddhist Lute players, v. the Chinese 
priests Lhai, K’ung-ch^en, Liang-yu 
Manso, Shin-etsu, Ying-shih, and the 
Japanese priests Donku, Banshitsu, Setsu- 
do, Shimpo-senji 

Buddhists excluded from playing the Lute, 
in China : 43, 62, 65 ; in Japan : 207, 
208 


Caracteres Chinois, 12 
Carter, Th. F., 181 

Catalogue descriptif et analytique du musee 
instrumental du conservatoire royal de 
Bruxelles, 165 

Catalogue of the Imperial treasures in the 
Shosoin, 182, 184, 186 
cement for covering the body of a Lute, 
176 sq. 

Chan-Pan-ssu, temple in Peldng, 52 
Chang Ch*ao, Ch*ing scholar, 68 
Chang Chi, famous physician of the Later 
Han period, 150 
Chang Chih-ho, 8th century, 135 
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Changes, Book of, v. Yih-ching 
Chang Ho, 19th century Lute master, 
172, 190 

Chang Hung-ching, 150 
Chang Jung-hsiu, Ming scholar, 179 
Chang K’ung-shan, Ch’ing musician, 96 
Chang Liang, died 187 B.C., 93 
Chang-ngo, the Moon Goddess, 88 
Chang Ta-ming, Ming musician, 118, 
168, 217 

Chang Ting-chi, (1768-1848), 175 
Chang Ting-yii, Ming scholar, 200 
Chang Tung-jen, Ch^ing mathematician, 
171, 172 

Chang Yu, Sung scholar, 15 
Chang Yu-ho, contemporary Lute master, 
20 

Ch’ang-ch’ing, Lute melody, 94 
Ch’ang-ti, ode of the Shih-ching, 6 
Chao, the Empress, 185 
Chao Wen, ancient music master, 8 
Ch’ao Pi, T*ang scholar, 150 
Chavannes, E., 136, 138, 140 

Ch^en Chi-ju (1558-1639), 204 
Ch’en Chih, Yuan period, 152 
Ch’en Chung-chou, Ming scholar, 170 
Ch’en Fu-yao, Ch’ing scholar, 140 
Ch’en Teng-yiian, modern Chin, scholar, 
170 

Ch’en Wu-ch’ang, Ming scholar, 168 
Ch’en Yang, 11th century, 2, 14 
Cheng, odes of the Shih-ching, traditional- 
ly denoting lewd and \nilgar music, 36, 
37, 38, 80, 183 ; V. Wei 
cheng, Chin, cither, IX, 8, 54, 197, 200 
204, appendix IV, plate II 
Cheng-ho-shili, Lute model, 175 
Cheng Hung, Han period, 90 
cheng-wen, part of Lute notation, 119 
Cheng Ying-sun, contemporary Lute mas- 
ter, ill. Ill, 124, 196 

Ch’eng Hsiung, 17th century Lute master 
94 

Ch*eng-i~t^ang~ch’in~pu^ 72 
Ch’eng-lien, famous old Lute master, 83 
Ch’eng Yiin-chi, 18th century, 72, 82 
chess, playing — contrasted to playing the 
Lute, 46 

Chi-i-chai, name of the author’s library; 
derived from the Chinese appellation of 
the old Dutch Factory at Canton, ill. I, 
appendix III plate XIII, XIV 


Ch’i, ancient state, 37 
Ch’i-fu-jen, concubine of Han Kao-tsu, 8 
Ch^ i-yin-yiln-chietiy book title ?, 50 

Chia-ku-wen~pieny 6 
Chiang Chih-lan, Ch’ing scholar, 68 
Chiang Hsing-t’ao, lay name of Shin-etsu, 
205 

Chiang K’uei, Sung scholar, 8 
Chiao^an-cH in-pUy 32 
Chiao--ch^uang~chiu-lUy 105 
Chiao-ssu, sacrifice, 38 
chiao-wei, part of a Lute; also name of a 
Lute, 99 

Chiao-yeh-shih, Lute model, 175 
Ch’iao Chung- wu, 171 
ch’iao-jen, fuel gatherer, 90 
Ch’iao-ko, Lute melody, 90 
Chieh-^tzu-yuan^-hua-cKuariy IX, 140 
Chien-‘chiy 147 

chien-tzu, abbreviated characters used in 
Lute notation, 4, 5, 27, 30, 31, 66, 114, 
119, 120, 122, 125, 132, 170, 172 
ch’ien, to inlay; special meaning in Lute 
terminology, 192 
CKien-cKiieh^chu-lei-shUy 68 
Ch’ien-lung, the Emperor, 3 
chih, agaric symbol of longevity, 19 
chih-fa, finger technique, 30, 114, 115 
Chih-sheng-‘shih’‘tten4i‘yueh-chiy IX 
ch’ih-nei, inscriptions inside a Lute, 179 
Chikashige, M., modern Jap. scholar, 45 
Chtr, a Journal y 174 
Chin ‘*s first unifier, 9 
China under the Empress Dowager, 189 
Chinese refugees of the seventeenth century 
in MitOy 223 
Chinese music, 164 

chin-hsing, lit. * golden stars a poetical 
name for the 1 3 studs of a Lute, 58 
Chin-ku-chi-kuan, 96 
Chin-p^ng-mei, 148 

Ch’in, ancient state, 37 ; the cither of — , 
,54 

CKin-chingy 61, 62, 65, 69, 118, 168 
177, 178, 217 
CUin-cKing^ying, 28, 53 
ch’in-ch’ii-ko-tz’u, popular songs set to the 
Lutei 42 

CUin-cUu-pu-luy 81 
CUinJUy 53, 185 
ChHu’-hsueh-hsin-shengy 211 
ChHn-hsikhJu-men, 172, 190, ill III 
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I CKin-hsileh-ts^ung^shu, 9, 17, 27, 32, 46, 

1 92, 96, 132, 169, 181 

CUin4iuang^ 

ChHn-juan-ckH'-mengy v* Ch'in-yuan-chH- 
meng 

' ch'm~pu,v, Lutehandbooks^^^^^^ ^ ^^ ^ ^ ^ ^ ^ ^ ^ 

Ch'in-pU’-ho-pi-‘ta’-cKmn, 111 
ChHn-se-ho-pu^ by Gh’ing Jui, 8, 18, 30, 56 
Ch* tn-se-hO'-pUy by Yang Tsung-chi, 9, 

169 

ch’in-she, y. Lute, spiritual community of— 
|, ChHn-sheng-‘Ching~weiy lA 

' Ch’in’-sheng~shih4iu-fa, 104 sq. 

1 ChHnshih, by Chu Ch^ang-wen, 28, 54, 

; 67,167,170 


Chu Ch*ang-fang, v. Lu-wang 

Chu Ch*ang-wen (1041-1100), 54, 167, 

, 170 ■■ 

Qhu Ch’i-ch’ien, contemporary scholar, 

176, 177 ! 

chu-chia-sheng, old musical term, 92 
Chu Ch’uan, v. Ning-wang 
Chu Feng-chieh, Lute master of the 19th 
century, 29, 172, 175, 190 ^ 

Chu Hou-hsiao, v. Heng-wang [ 

Chu Hou-hsiian, v. I'~ioang | 

Chu Hsi (1130-1200), 17, 84 | 

Chu Hsiang-hsien, Liang period, 92 f 

Chu Shun-shui (1600-1682), 194, 202, 

205, 223,224 1 



ChHn-shihy by Chou Chhng-yun, 32, 49, 
169 

ch’in-shih, v. Lute chamber 
Ch’in-shih-huang-ti, the First Emperor 
(246-210 B.C.), 9 
ChHn-shUy 80 

ChHn-shu-ts^un-miiy 32, 169 
chhn-tan, Lute altar, 49 
ChHn-tao, 34, 53 

ChHn-tsao, 5, 40, 53, 79, 81, 91, 96, 100, 
167 

chhn-tung, v. Lute pages 
Ch’in Wei-han, Lute player of the 19th 
century, 32 
Ck^in~yOy 68 
ChHn-yii’-man-lUy 17, 169 
ChHn’~yuan-chli-me7igy 164, 194 
Ching, the Emperor (156-141 B,C.), 38, 

54 

Ching, ancient music master, 151 
Ck^ing~hui~tien-t*u, 12 
Chhng Jui, Ch*ing scholar, 8 
Ch'mg-lien-fang-ch'in-yay IV, 58, 68, 135, 
138, 145, 149, 168, 183 
ch’ing-shang-yueh, a class of semi-Chinese i 
music, 39 

Ck^if^’-skih-lieh-chucmy 189 
Ch’iu Chih-iu, Ch’ing scholar, 8 
Ch’iu-hung, Lute melody, 194 
Cho-keng-lUy 176 

Chou Ch’ing-yiin, contemporary scholar, 
32,169 

Chcm-'hou-shen-ching, 194 
Chou4iy 5 

Chou Lu-feng, Lute master of the 18th 
century, 171, 191, 192 
Chou Yii-tu, Ming painter, 168 


Chu Tsai-yii, Ming prince, 66, 164, 193 
Chu T’ung-chiin, v. Chu Feng-chieh 
Ch’u-ming-kuang, Lute melody, 154 
Chuang An-hsiang, lady Lute expert of 
the Sung period, 153 
Chuang Chen-feng, Ming musician, 211 
Chuang-tzu, the old philosopher and the 
work connected with his name, 7, 8, 
44, 45, 65, 90, 108, 111, 155 
Chuang-tzu-meng-tieh, Lute melody, 45 
Ch^un-cku-chi-wen, 185 
Ch^un-chHuy v. Lu-shih-cKun-cUiu 
Chlun-ts'ao-tang-chHn-pUy 96, 172 
Chung-ch’i, v, Chung-tzu-cki 
Chung-ho-ch’in-shih, name of the author’s 
library, adopted when he obtained a Lute 
bearing the name Chung-ho, made 
by the Ming prince of Lu, V, 193 ; 
appendix III, plate XIII, XIV 
Chung-ni-shih, Lute model, 175 
Chung-shan, a mountain famous for its 
jade, 186 

Chung- tzu-ch’i, famous ancient connois- 
seur of music, 73, 74, 95, 96, 171, 186 
Chung-yungy 83, 111 
Chii-she-yOy 69 

Ch’ii YiSan, 4th century B.C., 93 
Ch’ii-yuan-wen-tu, Lute melody, 93 
Chiaan, ancient music master, 136-140 
cither, meaning it has in this book, II 
Clement, E. W., 204, 223 
codsLy Y, shou-yiny weiy p. 86 
coffin boards used for building Lutes, 176 
Confucius, 7, 37, 83, 90, 91, 92 
Courant, M., 20, 92, 93, 136, 166, 203 
Couvreur, S., 7, 16 
cow-hair cracks, v. niu-mao 


cracked-ice bursts, v. ping-lieh 
crane, associated with the Lute, 46, SI, 
57, 77, 89, 120, 134, 135-140, 188 

dharani, magic formula, 50 
Donku, Jap. Lute player, 222 
Dor^, H., 147 

dragon, associated with the Lute, 81 , 100, 
101, 102, 115, 122, 195 
dragon pond, aperture in the bottom board 
of the Lute, 80, 100, 176, 180, 183, 
191, 195, 196 

dragon’s gums, part of a Lute, 98 
Eckardt, A., 166 

Edo, old name for Tokyo, 202, 205, 208, 
211, 213, 215, 221, 222 
eight sorts of musical instruments, 72, 
198 

erh-hu, two-stringed violin, 1, 2, 93 
Essai kistorique sur la musique classique des 
ChinoiSf 20, 166 
Essays in Zen Buddhism, 127 

fa-ch’ii, Buddhist chant, 52 
Fa-hsien, the famous priest (4-5th century), 
51 

Fan-i-chHn-pu-yen-chiUi 20, 132 
Fan Li, Ch*un-ch’iu period, 61 
fan-li, introductory notes to Chinese books, 
29 

fan-sheng, ‘ floating sounds 59, 85, 

128, 131 

Farmer, H. G., 176 

Fei Ch’ing-hu, a Chinese at Nagasaki, 224 

feng-chao, v. phoenix pool 

Feng-huang, name of a Lute, 185 

feng-huang-hsiao, flute, 100 

Feng-su-fut^-i, 5, 41, 71, 208 

Ferguson, John C,, 87, 174 

Forke, A., 45, 130 

Fox Strangeways, A. H., 126 

Franke, O., 9 

frozen condition of the mind, 44, 57, 109 
Friihlifig und Herbst des Lii Bu-zoe, 23 
fu»ch ’ in, kind of cither, 8 
Fu-hsi, the mythical Emperor, 5, 40, 
79, 80, 110, 192 
Fujita Toko (1806-1855), 206 
Fujiwara Sadatoshi (807-867), 204 
Fu-ku-pien, 15 

fu-wen, part of Lute notation, 119 


Garuda, 188 

geese, associated with the Lute, 7, 91, 100 
Gempei^seisuiki, 201 
Gems of Chinese literature, 89 
Genji-monogatari, 198, 200, 201 
Genji-monogatari-no-ongaku, 201 
Geschichte des Chinesischen Reiches, 9 
Giles, H., 89 
Giles, L., 186 

Gionji, temple at Mito, 205,219 
glissando, 50, 112 
Goteki-^sensei-kinden-setsu, 21 3 
Gramophone records of Lute music : 
Pathe, art music 2048, no. 34801 a-b, the 
melody Ch’ ang-meft-yilan, played by the 
Lute master Cheng Yingsun ; Path6 
instrumental 1741, no. 34625 b, the 
melody Yang-kuan-san-tieh, played by 
the musician Wei Chung-yueh 
Granet, M., 36 

Grosjean, J. F., 176 

Gushun^kmki, 206 
Gyokudo-kinshi-ibokushu, 216 
Gyokudo-stosho-^kinfu, 209, 215 
Gyoyusko, 198 

Hakurakuten-to^nihon-bungaku, 201 
Han Chiaiig, Ch’ing scholar, 51, 52 
Han-shih-wtii-cKuan, 41 
Han^shu, 61, 101 

Han-shu-i--wen-chih, 28 
Han-shudi-yileh-chih, 38 
Han-t* ang-pi-shih, 193 
Hashimoto Kansetsu, modern Jap. painter, 
216 

Harada, J., modern Jap. scholar, 182, 
184, 186, 196 
I harp (k’ung-hou) 54 
i Harvard Journal of Asiatic studies, 15,187 
I Hayagriva, the Mantrayanic aspect of 
i horse-cult in China and Japan, 50 
Hayashi Hoko (l%91-1732), 211 
Hayashi Jussai (1768-1841), 168, 202 
t'Hayashi, K., modem Jap. musicologist, 

I 38, 39, 62 

Hayashi Shunsai (1618-1680), 212 
Hei-ho (Black crane), name of a Lute, 153 
Heng-hua, name of a Lute, 212 
Heng-wang, named Hou-hsiao, Prince of 
Heng (Ming period), 193-196, 212 
History, Book of, v. Shti-chmg 
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Hitomi Bosai (1638-1696), 202 
Hitomi Chikudo, Jap. Lute player, 206, 
211,212,213,219 

Hitomi Togen, Jap. Lute player, 212, 
213 

Hobogirin^ dictionnaire encyclop6dique du 
Bouddhisme d’apr^s les sources chinoises 
et japonaises, red. en chef P. Demi6ville, 
Tokyo 1929, 49, 127 

Ho-chien Hsien-wang, Han prince, 38, 54 
Ho Liang-chiin, 16th century, 58 
Ho4ing4uj 135 
Honnoji, temple at Kyoto, 215 
Ho-pai, Indian priest-musician, 50 
Horinji, temple at Kyoto, 216 
Ho-shih-yii-lin, 58 
Ho Yiian, 11th century, 185 
Horyuji, temple at Nara, 203, 214 
Hou-han-shu, 90 
Hsi-ching-tsa-chi, 184, 185 
Hsi-hsiang-chi, IX, 19 
Hsi K'ang (223-262), 53, 55, 152, 153, 
154, 186 

Hsiang, Prince (571-540 B.C.), 7 
Hsiang, the river, 91, 94 
Hsiang-^ho-^ching, 140 
Hsiang-ling, Lute melody, 81 
Hsiang Yiian-pien (1525-1590), 105, 174, 
175,196 

Hsiao, the river, 91, 94 
hsiao-chuan, the small seal script, 9, 12. 
13 

Hsiao-hsiang-shui-yiin, Lute melody, 94 
hsiao-kai, small regular script, 192 
hsiao-tzu, collating, 31 
Hsieh-’cUin-shih-wen-’cNao^ 17 
Hsieh Chuang (421-466), 101 

Hsieh Fang-te (1226-1289), 18 

Hsien-chhh, music attributed to Yao, 192 
hsien-jen-chien, part of a Lute, 99 
Hsin-yiieh, v. Shin-etm 
HsiU’-ch’ ih-’lu, 176 ; cf. also the note on 
this book by A W. Hummel, in Report 
of the Librarian of Congress^ division of 
Chinese a. Japanese literature, 1930-31, 
p. 267 

Hsiii-jvr-chi^ IX 

Hshi-ling-yao-chih, 105 

Hsiung P’eng-lai, Yuan scholar, 8 

Hsii Chen, Han period, 11 

Hsii Ch’i, famous Lute master of the 

Ch’ing period, 171 


Hsii Ching, Chhng scholar, 12 
Hsii Chiin, Ch’ing scholar, 171 
Hsu Hung, Lute master of the Ming pe- 
riod, 104 

Hsii Shih-ch’i, Ming Lute master, IX 
Hsii-sou-shen^chi, 135 
Hsiian, Emperor (73-49 B.C.), 28, 54 
hsiian, ancient ocarina, IX, 156, 157 
hsiian-ho, dark crane, 135-140 
Hsileh-chai-chan-pi, 19 
Hsueh-chHu-chHen-shuOy 20 
Hsiin-tien, Lute melody, 81 
Hsiin-tzu, the old philosopher, 81, 83 
Hu-chia-shih-pa-p’o, Lute melody, 92, 
154 

Hu Wen-huan, Ming scholar, 117 
Hu-yiieh, Central-asiatic music, 38 
Hua-chingj 140 

Huai-nan-tzu, the old philosopher, 23, 
28,40,41 

Huai Ta-pu, son of Jui Lin, 189 
Huan I, Chin period, 93 
Huan T'an, Han scholar, 34, 53, 54 
Huang Chen, Chhng scholar, 171 
Huang Ch’eng, Ming scholar, 176 
Huang Hsien, 15th century, 164 
Huang^hsien^ch* in-pu, v. Wu~kang-ch*in-pu 
huang-men-ku-ch’ui-yiieh, a class of Pa- 
lace music, 38 

Huang-ti, the mythical Emperor, 80, 
136,137 

Hui, the Emperor (194-188 B.C,), 37 
hui, the 13 studs of a Lute, passim^ but 
especially 119, and ill. la 
HuLcK in^shih-chi, 20 
Hui-tsung, the Emperor (1101-1125), 46 
hyon-kem, Korean Lute, 203 

I-chiao-chin-ii, Lute melody, 93 
I-ching, V. Yih-ching 

I-hai, priest-musician of the Sung period, 
49 

I-hsin, name of a Lute, 100 
I-lan, Lute melody, 91 
I-H, Book of Ceremonies, 9 
Imai Kojiro, 205 

Imaizumi Yuseki (1850-1931), 222 
I mountain, on the slopes of which grow 
the trees from which Lutes are made, 
69, 79, 191, 192 

Imperial Catalogue (Ssu-k'u-ch’iian-shu- 
tsung-mu). 105. 167, 168, 170, 194, 


6 


Index 


200 

Inaba Iwakichi, modem Jap. scholar, 223 
I-nien-lUy 105 

Inoue Chiku-itsu, Jap. Lute player, 222 
In search of old Peking, 52 
Ishikawa Jozan (1583-1672), 204 
I-wang, named Hou-hsiian, Prince of I 
(Ming dynasty), 193-196, 223 
T-yil-chik, 194 

Japan and the United States, 219 
Japanese physicians who were experts on 
the Chinese Lute, v. Hitomi Chikudo, 
Katsuragawa Getchi, Mega Ymo, Mura^ 
Kinzan, Sugimoto Ka-en, Suzuki Ran- 
en, Taki Rankei 

Japanese songs played on the Chinese 
Lute, 209,215 

Jetavana, Buddha’s favourite abode, 51 
Johnson, O. S., 45 
Journal Asiatique, 45, 135, 140 
Journal of the R. A. S, of Great-Britain a, 
Ireland, 176 

Juan Yuan (1764-1849), 175 
Jui Lin (1810-1874), 189 ’ 
Jui-ying-fu-chi, 136 
jukan, sinologues in the service of the 
Bakufu, 208, 212 

kachi-yoriki, unmounted police-officer of 
the Bakufu, 220 

Kakkaron, a Japanese echo of the Opium 
War, 211 
kalpadruma, 188 

kampan, Jap. official edition, 167 
KI ang-hsi-tzu-tien, 12, 13 
Kanz-al-tuhaf, 176 
Kao Lien, Ming period, 168, 170, 178 
Kao-shan-liu-shui, Lute melody, 67, 95, 
96, 192 

Kao-tsu, the Emperor (206-195 B. C.), 8 
K’ ao-p' an-yu-shih, 58, 59, 62, 67, 140, 
167 

Karlgren, B., 11 

Kashuya Shichibei, Jap. Lute player, 213 
Katsumine Shimpu, modern Jap. scholar, 
224 

Katsuragawa Getchi (1751-1809), 216 
Keishu-haika-zenshu, 224 
Keng-h$in-yu-ts'e, 194 
Kibat, O., 148 

Kikusha, the nun (1753-1826), 224 


Kinden-setsu, 213 

kingalcu, Jap. reading of cKm-hmeh, 197, 
208, 210 

Kingaku-denju-ryakkei, 210, 219 
Kingaku-keimo, 198, 214 
Kingaku-nyumon-zukai, 199 
Kingaku-taiisho, 204 
Kinkyoku-soden-keifu, 211 
Kinzan-kinrokti, 207, 214, 224 
kiri-wood, 207 
Ko~chih-ts*ung-shu, 117 
Koda Shisen (died 1758), 216, 217 
Kodama Kizan (1801-1835), 216 
Kodama Kuku (1734-1811), 200, 211, 

^ 213, 216-220, 221 
Ko Gentai (1640-1732), 212 
K’o-ch’uang-yeh-hua, Lute melody, 96 
Kochuhen, 12 

Kofuku-ji, temple at Nagasaki, 205 
Kojima Hyaku-ichi, Jap. Lute player, 
212, 216 

Kokin-seigi, 118, 223 
Koreanische Musik, 166 
Komazawa, Jap. Lute player, 213 
Kotei-ibun, 211 
Koten-kanko-kai, 166 
koto, the Japanese cither, 8, 197, 207, 
209, 215, 216 
Kuhn, F., 148 
Ku-chin-chu, 136 
Ku-cUin-shu, 153 

Ku-ch’in-yin, Lute melody, 154, 165 
ku-cho, antique simplicity, 180 (for ano- 
ther good example v. the Lute inscrip- 
tion on p. 163) 

Ku Hsiu, Ch’ing scholar, 167 
Ku-huan-she-yo, 69 
Ku I-chiang, Ming musician, 170 
Ku-i-ts^ufig-shu, 27 
Ku Pa, ancient music master, 8, 81 
Ku T’ien-su, Ming scholar, 215 
ku-wen, ancient writing, 12, 13 
K'u-mu-cKan-cUin-pu, IX, 52, 190 
Kuan-chii, ode of the Shih-ching, 6 ; 

Lute melody, 93 
kuan-chiieh, part of a Lute, 100 
Kuan-tzu, ancient philosopher, 46 
Kuan-han-yu, Lute melody, 88 
K’uang, ancient music master, 136 
Kuei-ch^u-lai-tz^u, famous essay by T’ao 
Ch’ien; Lute melody, 94 
K’uei, ancient music master, 7 
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K*iin-lun mountains, 136, 191 
K*un-shan-yii, name of a Lute, 189 sq. 
kung-ch’ih, a simple kind of Chinese nota- 
tion, 132, 172 

Kung Yiin-jang, Chinese at Nagasaki, 213 
K’ung-ch’en, priest-musician of the Ch*ing 
period, 52, 190 
k'ung-hou, V. harp 

k*ung-ku-ch’uan-sheng, 128. This term 
may also be explained as referring to 
a literary game, more commonly known 
as hsi-ku’-she-tzu; cf. T. Watters, Essays 
on the Chinese language, in The China 
Review, vol. V (1876), p. 80 and 81, who 
describes it as ‘ the pronunciation of a 
character is made up of initial, final and 
tone. A system is adopted of, say, 33 
initials, 22 finals and 5 tones. The 
person beginning the conversation taps 
on the table a certain number of times 
and this gives the initial for the first 
word of the sentence. He then taps 
again, and the number struck yields the 
final, while the tone is given by the third 
series of taps. This device is chiefly 
used as an amusement among the lite- 
rati \ That this is the correct explana- 
tion would seem to appear from the fact 
that some ch’in-pu illustrate the term by 
a picture of two smiling old men, stand- 
ing some distance apart and clapping in 
their hands. 

K'ung-tzu-chia’-yu, 7, 155 
K^ung Yen (268-320), 54, 167 
KuO'-ch^ ao-chH-hsien-hi^cheng, 8 
Kuo Mao-ch’ien, Sung scholar, 42 
Kuo Mien, Sung musician, 94 
Kuo Tzu-chang, 16th century, 147 
Kuo Yii-chai, Ch’ing scholar, 66 

laghima, levitation, 48 
Laloy, L., 20, 23, 104, 165 
La musigue chinoise, 20, 104, 165 
La musique en Chine, 20, 165 
Lan-t’ing Gathering, 187, 188 
Lan-fing-hsii, 187 
Lao-tzu, the ancient philosopher, 65 
Legge, James, 6, 7, 37, 41, 90, 111, 112 
Lei family, famous Lute builders during 
the T'ang period, 53 
Leng Ch’ien, musician and painter of the 
15th century, 103-105 


Leng-hsien, v. Leng CKien 
I^s procedh de nourrir h principe vital dans 
la religion taoiste ancienne, 45 
Lewisbhn, W., 52 

Li-’Chi, Book of Rites, 5, 7, 16, 22, 41, 69 
Li Chi, contemporary scholar, 27, 169 
Li Chia-yin, 6th century, 153 
Li Chih-hsien, wife of Ch’ing Jui, 8 - 
Li Ch’ing, Ming author, 135 
Li Hsiang-shih, 19th century Lute master, 
190 

Li^-ksing-yiian-ya, 200 

Li~sao, the famous poem by Ch’ii Yflan ; 

Lute melody, 94 
Li Shao-chi, Ming painter, 168 
li-shu, chancery script, 13, 191, 192, 216 
Li Ssu, died 208 B. C., 9, 11, 12 
Li-tai-chodu-hua-mu, 87 
Li T’ai-po (701-762), 110 
Li T’ing-ching, Ch’ing scholar, 171, 172 
Li Wen-fang, Ming scholar, 171 
Li Yen-nien, 2nd century B.C., 38 
Li Yu, 2nd century, 183 
Li Yung (678-747), 191, 192 
Liang Chang-chu (1775-1849), 175 

Liang-yu, priest-musician of the Sung pe- 
riod, 49 

Liao-‘Shih-yueh'‘chih, 39 
Lieh-hsien-chuan, 135 
Lieh-tzu, the old philosopher and the work 
connected with his name 8, 44, 45, 
46, 57, 79, 81, 95, 109, 186 
Lieh-tzu-yii-feng, Lute melody, 45, 88 
lien-ch’i, Taoist exercise for regulating 
breathing, 46 

Lien-fing-shih^erk-chnng, 167 
Lin Pu (967-1028), 46, 138 
Lin Yu-lin, Ming scholar, IV, 168 
Lin Yutang, 104, 110, 187 
Ling, Duke (534-493 B;C.), 136-140 
Ling-ho, Lute name, 215 
Ling-hsii-yin, Lute melody, 89 
Liu Ch’eng-fii, modern Chin, scholar, 
92 

Liu Chi (1311-1375), 96 
Liu Chih-fang, Sung musician, 46 
Liu Hsiang (77-6 B.C.), 72 
Liu Hsin (died 23 A.D.), 185 
Liu I-hsien, Chin, interpreter at Nagasaki, 
215 

Liu Jung-chai, 19th century, 190 
Liu’-shu^ching^yun, 11 
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Liu-shui, Lute melody, 18, 19, 96, 124 
Liu Ta-jen, Ming scholar, 168 
Liu Tsung-yiian (773-819), 67,91,143 
Liu Yii, Ming scholar, 48, 171 
lo-hsia-shih, Lute model, 175 
Lu, ancient state, 37, 91 
Lu Chiin, (died 172), 13 
Lu-ming, an ode of the Shih-ching, 6 ; 
Lute melody, 67, 94 

Lu-wang, named Ch^ang-fang, Prince of 
Lu (Ming dynasty), 193-196 
Lii-chH-'hnn-sheng , iX 
Lii Lan-ku, Ming scholar, 171 
Lii4u-cheng-i, 164 
Lu4u’‘ching-i, 164 
Lii Pu-wei, 22, 23, 28 
Lu'“Shih’'cUun->chHUy 7, 22, 95 
Lu-yin^wei-k' ao, 9 
Lun-yuy 7, 30, 37, 112 
Lung-ch'eng’-lu, 67, 143 
lung-ch*ih, v. dragon-pond 
lung-ti, flute, 100 
lung-yin, part of a Lute, 98, 192 
Lung-yin-ch*iu-shui, name of a Lute, 
195 

Lute altar, v. chHn-tan 
Lute builders, v. Heng-wang, I-wang, Lei 
family, Lu-wang, Ning-wang 
Lute chamber, 67 

Lute dimensions : the length of a Lute is ' 
usually about 120 cm. ; the instrument 
on ill. I measures 120 cm., that on ap- 
pendix III, plate I, 118 cm., plate II, 
119 cm., plate XIII, 118 cm. 

Lute handbooks, v. Ch'eng-i-fang-chHn- 
pu, Ckiao-an-chHn-pu, ChUn-ching, CkHn- 
hsueh-hsin-shengy Ch^in-hsueh-ju-men, 

Ck "in-pu-ho-pi-ta-ch^iian, Ch' m-se-ho-pu, 
Ch'in-yuan-ch^i-meng, Ch'un-ts'ao-fang- 
ch'in-pu, K^u-mu-ch'an-ckHn-pu, Li- 
hsmg-yuan-ya, Lii-chH-hsin-sheng, Po- 
ya-hsin-fa, Pu-ksii-fang-ch'in-pu, Sheri- 
chi-pi-pu, Shu-huai-tsao, Sung-feng-ko- 
cKin-pii, Sung-hsien-kuan-cKin-pu, Ta- 
huan-ko-chHn-pu, ai-ku-i-yin, Te-yin- 
f ang-chHn-pu, THen-wen-ko-ch^in-pu-chi- 
cKmg, Tzu-yuan-fang-chHn-pu, Wen- 
kiii-f ang-ch.in-pu, Wu-chih-ckai-ch'in- 
pu, Wu-kang-chHn-pu, Yang-ch^un-fang- 
chHn-pu , — ^Japanese handbooks for the 
Chinese lute, v. Gyokudo-zosho-kinfu, 
Kingaku-keimo, Kingaku-nyumon-zukai, I 


Kingaku-taiisho, Kinzan-kinroku,Kokin- 
seigi, Toko-kinfu 

Lute, lady experts on — , v. Chuang An- 
hsiang, Li Chih-hsien, Kikusha, and the 
reference on p. 170, last line of first 
paragraph 

Lute melodies, v. Ch^ ang-chHng, ChHao-ko, 
ChHu-hung, Ch^u-ming-kuang, Ckuang- 
tzu-meng-tieh, Ch^ii-yuan-wen-tu, Hsi- 
ang-ling, Hsiao-hsiang-shui-yiin, Hsiln- 
tien, Hu-chia-ssu-pa-p^o, I-chiao-chin-li, 
I-lan, Kao-shan-liu-shui, K’o-ch^uang- 
yeh-kua, Ku-cU in-yin, Kuan-chiX, Kuang- 
han-yu, Kuei-ch^u-lai-tz’u, Li-sao, Lieh- 
tzu-yu-feng, Ling-hsu-yin, Liii-shui, 
Lu-ming, Mei-hua-zan-nung, Mo-tzu- 
pei-ssu, Na-lo-fa-ch'u, Nan-feng, Ou- 
lu-wang-chi, P^ing-sha-lo-yen, Shen-jen, 
Shih-t'an, Sm-cKin, Teng-wang-ko, 
Yang-ch*un, Yen-kuo-heng-yang, Yu- 
lan 

Lute names, v. those enumerated on p. 102 
and p. 224, and further v. Chiao-zvei, 
Feng-huang, Hei-ho, Heng-hua, I-hsin, 
K^un-shan-yu, Ling-ho, Lung-yin-chHu- 
shui, Shuang-tHen-ling-to, Su-zoang, 
THenlai, Wan-ho-sung, Wu-ming, Yii-shun 
Lute pages, special servants for carrying 
the Lute, 65, and v. frontispice 
Lute, spiritual community of-—, 68, 69 

Mahavairocana-sutra, 49 
Mahillon, V. Ch., 165 
mandala, magic circle, 49 
Manso, Chin, priest in Japan, 208, 223 
Mantrayana, late Buddhist school, 48, 49, 
50, 51, 127 

Manuel des superstitions chinoises, 147 
Ma Yung (79-166), 22, 55 
Mao Chin (1599-1659), 117 
Mao Chung-weng, Sung musician, 45, 
88, 89 

Mao Min-chung, Yuan musician, 45, 90 
Maspdro, H., 45 

Matsui Yuseki, Jap. Lute player, 222 
Matsuoka, A., modern Jap. scholar, 186 
Mega Yuso (1826-1896), 222 
mei-hua, v. tuan-wen 
Mei-hua-san-nung, Lute melody, 93 
Mknoires concernant VAsie orientale, 1 
Memoir es concernant les Chinois, 3, 163 
Mencius, 41, 83, 190 


xMeng Tien (died 210 B. C.), 8 

Me Ti des Sozialethikers u, seiner Schuler 
philosophische Werke^ 130 
Mi Fu on inkstones, IV, 181 
Miao Ch’iian^sun (1844-1919), 32, 169 
Mien-cF in-hsieh-hsiieh-yiieh-luy 1 9 
Mimura Seisaburo, modern Jap. scholar, 

^ 213 

Ming-hua^lii^ 168 
Ming-shih, 117, 118, 168, 194 
Mmg-shih - tsung, 170, 194 
Mmg-tz^u-tsung, 177, 168 
Min-shuchokun-shu, 223 
Mitsukuni (1628-1700), 20, 205 
Mizuno Heiji, modern Jap. scholar, 201 
Mo-ch^ih-p ’ ien, 167 
Moku-an (1611-1684), 205 
Alononobe Mokei, v. Ogiu Sorai 
Montokii-jitsuroku 197 
Monumenta Serica, 21 1 
Mo-tzu, the old philosopher, 130 
Mo-tzu-pei-ssu, Lute n\elody, 130 
Moule, A.C., 165 

Munakata Ro-oku, Jap. sinologue, 203 
Murai Kinzan, Jap. Lute player, 207, 
223, 224 

My Country and my people^ 110 

Nagata Rado, Jap. Lute player, 221-222 
Naikaku-bunko, Library of the Cabinet at 
Tokyo, 170 

Nakagawa Chu-ei, official at Nagasaki, 
202 

Nakamura Taio, Jap. Lute player, 216, 
222 

Nakane Hakuzan (1662-1733), 216 
Nakane Shuku (1839-1913), 211, 217, 218 
Nakayama K., modern Jap. scholar, 211, 
219, 221, 223 

Na-lo-fa-ch’ii, Lute melody, 52 
Nan-feng, Lute melody, 41, 72, 80 
Narada, 52 
Narayana,' • 52',, . 

Naropa, 52 

Nikon-joko-ongakushi, 201 
Nihon-ongaku-kozva, 86, 201 
ni-ku, archaizing, 39 
Ning-wang, named Ch’iian, prince of Ning 
(Ming dynasty), 164, 170, 193, 194 
Ni Tsan (1301-1*374), 57, 58 
niu-mao, v. tuan-wen 
No, an ode from the Shih-ching, 6 


Notes de bihliographie chinoise, 27 
Nukina Kai-oku (1778-1863), 212 

Obaku-sect, 205, 209 
ocarina, v. hsuan 
Odes, Book of, v. Shih-ching 
Ogiu Sorai (1666-1728), 27, 204 
Okajima Rampo, Jap. Lute player, 220, 
221 

Oki Kojo (1741-1811), 224 
Ongaku-shiryo-no-chosay 20 
Onoda Tozen, 209, 213-216, 221 
Ou-lu-wang-chi, Lute melody, 46 
Ou-yang Hsiu (1007-1072), I, 18, 50> 
149 

P^ai-hsiao, Pandean pipes, IX 
Pan Ku (32-92), 28 
Fan Tsu-yin (1830-1890), 190 
P’an Wei-ch’uan, Chinese at Nagasaki, 
208, 223, 224 

Pao-kung, ancient music master, 151 
pa-ta-Ia, a percussion instrument, 12 
P'ei-wen-yun-fuy 183 
Pelliot, P., 7, 27, 135 
pheasant, associated with the Lute, 51, 
125, 128 

phoenix, associated with the Lute, 81, 
88, 100, 101, 102, 108, 123, 127, 188 
phoenix forehead, part of a Lute, 99 
phoenix pool, aperture in the bottom 
board of a Lute, 80, 100, 183, 192 
phoenix tongue, part of a Lute, 100 
phoenix wings, part of a Lute, 100 
pillars used for making Lutes, 176 
Ping-ching, name of a Lute, 17 
ping-lieh, v. tuan-zoen 
P*ing, Duke (557-532 B.C.), 136 
F'" ing-chi-cK i-i-pao-ming-chiy 1 94 
P'ing-chiin-kuan-ts'ung-shuy 1 67 
P’ing-sha-lo-yen, Lute melody, 194 
p*i-p'a, four stringed mandoline, 1, 2, 
19, 39, 50, 54, 93, 123, 182, 186, 188 
Plum blossom cracks, v. mei-hua 
Po Chu-i, famous T'ang poet, 201 
Po-tzu-ya, famous ancient Lute master, 
8, 73, 74, 81, 83, 95, 96, 186, 192 
Po-ya, V. Po-tzu-ya, Yu Po-ya 
Po-ya-hsin-fa, 50, 171 
Pu-an (1115-1169), 50, 51 
Pu-an-yin-su-ch^ an-shih-yii-luy 5 1 
Pu-hsii-dang-chHn-pUy 88, 139, 170 
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Pu^zvang-^shihy 52 

Rai Sanyo (17804832), 216 
rangakusha, Jap. students of Dutch learn- 
ing, 208, 216 

Ranshitsu, Jap. Lute player, 214, 221 

Rei-wa, v. Ling^ho 

Ri-jun (1738-1813), 224 

Rites, Book of, v. Li-chi 

Ritsuryo-hensetsUy 214 

rubbings, of Lutes, 181, 189, 191 

Ryang-keni-sm-pOy 203 

Sacred Treasures of Nara^ 186 
Sakamaki, S., modem Jap. scholar, 219 
Sanjo Shotaro, modem Jap. scholar, 200 
San-ts^ai-fu-huiy 117, 118 
Sato Itcho, V. Sato Mosai 
Sato Mosai, Jap. Lute player, 118, 223 
se, the Chinese cither, II, 6-9, 11,12> 
15, 19, 26, 72, 156, 157, 164, 200 

Se-pUy 8 

Serpent belly cracks, v. she^fu 
Setsudo, Jap. Lute player (1782-1842), 
222 

Shang-yang bird, 122 
Shao Yung (1011-1077), 90 
she-fu, V. tuan^wen 

Shen^chi-pi'-pUy 86, 88, 90, 92-94, 96, 
139, 164, 170, 194 

shen-chia-sheng, old musical term, 92 
Shen Chou (1427-1509), 64 
Shen-i-chingy 135 
Shen-jen, Lute melody, 81 
Shen-nung, the mythical Emperor, 5, 72 
Shen Wen-ying, Ch’ing scholar, 19 
Shen-yin-shUy 194 
Shen Yo (441-513), 92 
sheng, ancient mouth-organ, IX, 19, 
156, 157, appendix IV, plate III 
Sheng Hsiin, 153 
Shichigenkin-m-denraiy 211, 217 
Shih-cMy 61, 136, 157 
Shih-chingy 6, 36, 41, 52, 66, 72, 93, 138, 
139, 167, 183 I 

Shih-hsiang, ancient music master, 8, 81, 

, 83 ^ , , 

Shih-petiy 72 

Shih Sheng-tsu, 13th-century, 19 
! Shih-fan, Lute melody, 50-52 
Shih-wen, ancient music master, 8 


! Shimpo-zenji, Jap. Lute player, 214 
i Shin-etsu (1639-1695), 20, 184, 197, 198, 
200, 204-209, 211, 212, 219, 223 
Shinomoto Chikudo, Jap. Lute player. 
219, 220 

Shinraku Kanso, Jap. Lute player, 211, 
217-220 

Shinryuji, temple at Edo, 214 
ShinzokU’-hiburty 202 
Shiragi-koto, Jap. cither, 197 
Shisendo, retreat of Ishikawa Jozan, 204 
Shitara Junjo, Jap. Lute player, 214 
Shodo-zenshuy 189, 191 
Sho-etiy 187, 213 
Shosetsufii, 203 

Shosoin, repository at Nara, 181-184, 
186, 196, 203 

Shosoin-g 07 Jto tsu-danazoake-mokurokuy 181 

shou-shih, postures of the hands, 115 
shou-yin, v. coda 
Shu-chingy 7, 41, 79, 81 
Shu Hsi, 3d century, 52 
Sku~huai~tsaoy 94 
Shu-‘i-chiy 135 
Shu-lin-chHng-huay 193 
Shuang-t’ien-ling-to, name of a Lute 
196 

Shun, the mythical Emperor, 5, 41, 54, 
72, 80, 81, 151, 196 
Shun-shui-i-shuy 223 
Shunsui^skushi-dankiy 202 
Shushunsui-sensei-bunshuy 223 
Shushunsui-zenshuy 223 
Shuo-fUy 101, 153 
Shuo-wen, 11 

ShuO‘-wen-hsieh-tzu>‘Chien, 12 
Shuo-wen-hsieh-tzu-ku-liny 11 
SktiQ^wen-shih-liy 12 
siddhi, magic power, 48 
singing girls, 19, 40, 47 ; forbidden to 
touch the Lute, 61 
so, Jap. cither, 198, 200 
Souli^, G., 20, 120, 122, 124, 125, 128, 
132, 136, 154, 165 
Ssu-ch’in, Lute melody, 81 
Ssu-ma Ch^ien (bom 145 B,C.), 37, 136 
Ssu-ma Hsiang-ju (179-117 B.C.), 38, 
68 

Ssu-ma Kuang (1019-1086), 217 
Ssu-shih-erh~ckang‘ckingy 62 
Stradivari, A., 175 
Su Ching, Ch’ing scholar, 172 
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Sugimoto Ka-en, Jap. Lute player, 219- 
221 

Sugiura Baigaku (1734-1792), 221, 222 
Sugiura Kinzen, Jap. Lute player, 206, 
211, 212, 214 
Su Shih, V. Su Tung-p'o 
Su Tung-p’o (1036-1201), III, 90, 154 
Su-wang, name of a Lute, 207, 213 
Su Wu (died 60 B.C.), 93 
Su‘-yuan-’shih~pUi IV 
Sui-shih-ym~yueh’"cMhy 39 
Sui-fang-yen^yueh-tiao-yen-chiu, 38 
Sun Ch’eng-en, Ming scholar, 170 
Sun Feng, famous mounter of the Ming 
period, 152 

Sun Hai-po, modern scholar, 6 
Sun Hsing-yen (1753-1808), 167 
Sun Jou-chih, Liang scholar, 136 
Sun Teng, Lute master of the 3rd century, 
174, 175 

Suntzuontheartofzvar, 186 
Sung~feng^ko^chHn~pu, 94 
Sung-hsien-kuan-chHn-pu, 206 
Sung-yii-chi, 111 
Suzuki, D. T., 127 

Suzuki Hyakuto, Jap. Lute player, 219 
Suzuki Ran-en, V. 

Suzuki Ryu (1741-1790), 198, 201, 214 
Syong Kyon, Korean scholar of the 15th 
century, 166 

Ta-ch^ ing-chi-fu-hsien-che-chuarii 5 1 
Tagami Michi, v. Kikusha 
Ta-hsiieh, 82 
Ta-huan-ko-chHn-pUy 104 
t’a-pen, v. rubbing 

tai-i, doctor of Chinese medicine attached 
to the Shogunate, 208 
Tai K’uei (died 396), 153 

Tai Yiian, Ch*ing scholar, 172 
t’ai-ku-i-yin, qualification of Lute music, 

I 

T'ai-ku-'i-yiny by Chu Chilian, 164 
T^ai-ku~i-yin, by Yang Lun, 60, 85, 171 
T’ai-phng, music of Emperor Shun, 80* 
T’ai-shan, mountain in Shantung, 73, 
95, 99 

T'ai-tsung, the Sung Emperor, 151 
Taisho^issaikyOy Buddhist Canon publ. dur- 
ing the Taisho period, a new critical 
edition of the Chinese Tripitaka, Tokyo 
1924-1929, 49, 62 


Takata Tadachika, contemporary Jap. 
sinologue; his Kochuhen was publ. in 
1918, 12 

Takakura Yui, Jap. Lute player, 221 
Taki Rankei (1732-1801), 214-216 
Taki Ryo-ichi, modern Jap. musicologist, 
20, 191 

Tanabe Hisao, modern Jap. musicologist, 

86, 201 

T*an~chi-ts*ung~shuy 68, 105 
T’ang I-ming, Chhng .scholar, 172 
T’ang-shan-fu-jen, concubine of Han Kao- 
tsu, 8 

t’ang-shang-yueh, a class of court music, 
2 , , , 

Tang-shih-^hua-puy ill. XVI; XVII 
T’ang Shou-chhen, modern scholar, 223 
Tao~chmt4uy 147 

Tao-te-chingy 16, 44, 108, 127, 195 
T'ao Chhen (372-427), 18, 89, 135 
T'ao Hung-ching (452-536), 147 

T’ao Tsung-i, 14th century, 176 
Taori-gikUy 224 
Te-yin-fang^chHn^pUy 66 
Teng, S.Y., 117 

T*eng-wang-ko, famous poem, with an 
introduction, by Wang Po (647-675) ; 
Lute melody, 94 

The Dragon in China and Japany 195 
The Importance of living y 104, 187 
The invention of printing in ChinUy 181 
The music of Hindostan, 126 
The THen4ma Monthly y 162 
The Tokugawa princes of MitOy 204 
ti-ming, inscriptions on the bottom board 
of a Lute, 179 

ti-chu, stud inside a Lute, 176 
Ti I, Chhng scholar, 69 
t*i-mu, superscription, 87 
tiao, modes, 85 
tiao-i, musical patterns, 85, 86 
T^ieh-'ch'in-t'ung-chien-lou-ts'ang-shu-mu 
luy 194 

then-chu, stud inside a Lute, 176 
T4en-i-ko, famous Ming library, 170 
THen4'‘ko-’ts'ang-‘Shu-k*aOy 170 
Then-lai, name of a Lute, 174 
T’ien-lai-ko, name of a library, 174 
then-tz'u, adding words to a melody, 94 
THen-wen’-ko-chHn-pu-chi’-cKengy 29, 96, 
139, 149, 166, 172, 194 
Ting Fu-pao, contemporary scholar, 11 
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Index 


Ting HsiungTei, Ch’ing scholar, 69 
Ting Ling-wei, immortal, 135 
Tocho, Jap. Lute player, 213 
Todaiji, Jap. temple, 181 
Toho-gakuho, 20 
Toko~iko, 206 

Toko-kinfu, edited by Suzuki, 198, 206, 
'■ 214 ; 

Toko-kinfu, edited by Sugiura, 211, 216 
Toko-zenji, v. Shin-etsu 
Toko-zenshu, 204, 206, 211 
Tokugawa Academy, 202, 211, 212 
T^oung-paoj 23 
Toyo-ongaku'-kenkyu, 62 
Transactions of the Asiatic Society of Japan 
II, 204, 219, 223 

Ts’ai Yen, daughter of Ts'ai Yung, 92, 
151 

Ts’ai Yung (133492), 53, 55, 92, 94, 99, 
100,151,152,154,167 
Ts'ang-chHn4u, 180, 181, 193 
tsao-ch’i, varnish for covering the body of 
a Lute, 177 

ts’ao-shu, cursive script, 191 
Ts'ao- fang-chi, 151 
Ts’ao Yin (16584712), 167 
Tseng Tien, disciple of Confucius, 7 
Ts’ui Hui, 153 
Ts’ui Piao, Chin scholar, 136 
Tsuji Buzen-no-kami, Jap. musician, 209 
Tsun-sheng-pa-chien, 31, 45, 59, 140, 147, 
168,479, 194 

Ts^ung-shu-shu-mu-wei-pien, 117 
Tu-hua-chai-ts^ung-shu, 167 
T’u Lung, Ming scholar, 62, 167 
tuan, part of a Lute melody, 87, 96 
Tuan-mu Tz’u, v. Tzu-kung 
Tuan-wen, cracks in the lacquer of old 
Lutes, 17, 177, 178, 184, 207; type 
she-fu, 177, 191, type niu-mao, 177, 
type mei-hua, 145, 178, type ping- 
heh, 178, 183. — ^How to distinguish 
false—, 'Tuan-wen of Japanese- 

made Lutes, 184. 

Tuan Yii-tsai (17354815), 11 
Tung Ch’i-ch’ang (1555-1636), 118 
Tung-chuang-lun-hua, 57 
Tung-t’ing, lake, 91, 94 
Tung T’ing-lan, T’ang musician, 92 
tung, a sort of wood used for building 
Lutes, 4, 100, 175, 176 
twelve sonorous tubes, 79, 101 


tzu, a sort of wood used for building Lutes 
4,175,176 

Tzu-kung, disciple of Confucius, 61, 155 
Tzu-lu, disciple of Confucius, 7. 
tzu-t’an, red sandalwood, 4 
Tzu-yilan-fang-chHn-pu, 161, 171 
Tz^u-yuan, 52 

Urakami Gyokudo (1745-1820), 209, 215, 
216 

Uzuho-monogatari, lyS 
Vairocana, 181 

vibrato, 1, 50, 78, 106, 112, 115, 119, 123 
125427, 131 

vibrato ritardando, 78, 106, 112, 125 
vina, Indian stringed instrument, 50 
Visser, M. W. de, 1 95 

wagon, Jap. cither, 197, 200 
wai-tiao, minor modes, 85 
wan, to appreciate beauty, 173, 174 
Wan-ho-sung, name of a Lute, 207 
wan-yiieh, enjoy looking at the moon, 173 
Wan-yueh-yo, 68 
Wang Cho, Ch’ing scholar, 68 
j Wang Chun, Ch’ing scholar, 12 
Wang Hui-chih, son of Wang Hsi-chih 
93 

Wang Hsi-chih (321-379), 93, 187 
Wang Kuang-ch’i, modern musicologist 
20, 132 

Wang San-ak, Korean minister of the 6th 
century, 203 

Wang T’ing, Ming scholar 170 
Wang Yen-po, 154 
Wang Ying-chen, Ming scholar, 170 
Wang Yu, Ch’ing painter, 57 

wei, v. coda 

Wei, ancient state, 68, 91 
Wei, odes of the Shih-ching, traditionally 
denoting lewd and vulgar music, 36, 
37, 38, 183. V. Cheng 
Wei Hsiang, Han scholar, 28 
Wei Yeh (960-1019), 151 
Wen, King, 80, 93. V. Wu 
Wen, Prince (426-387 B.C.), 37, 54, 151 
Wen-fang-yo, 68 
Wen-hsuan, 52, 53, 185 
Wen-hui-fang-cifin-pu, 117, 118 
Weng T’ung-ho (1830-1904), 190 
Wieger, L., 12 


Wilhelm, R., 23 

Wu, the Emperor (140-87 B,C.)) 38 
Wu, King, 80, 81, 137. V. Wen 
Wu-chang, music composed by Confu- 
cius, 37 

Wu Ch’en (1249-1331), 71, 74 
Wu Ch’en (1249-1331), 71, 74 
Wii-chih-chai~cUin~pUj 32, 72, 79, 106, 
128, 171, 172, 191 

Wu Ching-ch’ao, Ch’ing scholar, 17 
Wu Hung, Ch’ing scholar, 171 
Wu-kang-'chHn-^pUy 164 
W'u-ming, Lute name, V, ill lb 

Ya-ch^in-chao-shih-ckH'-p^iefiy 28 
Ya’-cKin-ming-lu, 101 
Yamada Takao, modern Jap. scholar, 201 
Yamamoto Tokuho, Jap. Lute player, 220 
221 

yamato-goto, v. wagon 
Yang, the Emperor (605-616), 39 

Yang-ch’un, Lute melody, 113 
Yang-cHun-‘tang-cHin>‘PUy 63, 65, 117, 
118, 168, 223 

Yang Hsiung (53 B.C.-18 A.D.), 28, 53 
Yang Lun, Ming musician, 50, 51, 60, 
85, 171 

Yang Piao-cheng, Ming musician, 48, 
66,71,72,76,89,91,97,171 
yang-sheng, nurturing life, 44, 45 
Yang Shou-ching (1835-1915), 27 
Yang Tsung-chi, modern musicologist, 9, 
27, 32, 92, 96, 132, 169, 179, 180, 181 
Yao, the mythical Emperor, 54, 81, 151^ 
192, 196 

yao, part of a Lute, 99 
Yeh Chang-po, Ch’ing scholar, 20 
Yell Hsiang-kao, Ming scholar, 168 
Yeh Ho-fu (died 1937), 189 sq., and cf. 

dedication of this book. 

Yeh Meng-te (1077-1148), 138 
Yen, ancient music master, 136,137 
Yen-kuo-heng-yang, Lute melody, 93 
Yen P’ei-nien, Ch’ing scholar, 172 
yen-tsu, knobs on the bottom board of a 
Lute, 100 

Yih-chingy Book of Changes, 79, 86 


yin-ch’i, a special kind of inlaid work, 183 
186; cf. the discussion of this term by 
P. Pelliot, in T’oung Fao voL XXIII 
(1924), p. 261 sq. 

Yin-yiieh-tsa-chihy 20, 50 
Yin^-yueh-tz^U’-timy 92 
Ying, the people of — , 111 

Ying Shao, 2nd century, 71, 72, 95 
Ying-shih, priest-musician of the T’ang 
period, 49 

yo-shan, part of a Lute, 99, 192 
Yoshimune, the Tokugawa Shogun, 214 
Yu-lan, a Lute melody, 27, 169 
Yung-fu-ssu, monastery at Hangchow, 
205 

Yii, the mythical Emperor, 81 
Yii-ch'iao-hsien-huay 90 
Yu-chHao-tui-weny 90 
yii-fu, the old fisherman, 90 
Yii-haiy 34 

Yii-ko, Lute melody 90, 91 
Yu-ku-chai-ch^in-puy 29, 175, 178, 190, 
193 

Yil-po-ya-shuai’-chHn-hsieh-chih’-yin, 96 ; 
this late version of the story of Po-tzu-ya 
has been translated by T. Pavie, imder 
the title of Le Luth hrisey in his Contes et 
NouvelleSy and by A. Webster, Yu Pe- 
ya*s Lute, 

Yii-shun, Lute name, 206 
Yii Yen, Ming scholar, 171 
Yuan Chan, Chin scholar, 1 53 
Yuan Chi (210-263), 55 
Yiian Hsien, disciple of Confucius, 155 
Yueh-chiy 5, 22-25, 34-37, 39, 41, 80 
yiieh-ch’in, moon-shaped guitar, 1, 19 
Yiieh-fu, Bureau for Music, 38 
yiieh-fu, a genre of songs, 38, 42 
YUeh-fu-shih-chiy 42 
Yiieh'-hsueh-kuei-fany v. Ak--hak~kwe-pom 
Yueh-lu-ch^iianshuy 66, 193 
Yueh-shu, 2 

Zoku-nihon-kokiy 198 
Zuhon-sokankai, Jap. society for reprint- 
ing rare Chinese illustrated books, IV 
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